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PREFATORY NOTE 


The theories relating to the literary criticism are more or less well 
established by the time of Vidyanatha. Though various theroies on 
Poetics are well discussed by different authors, they are not brought 
out in a single compendium before Vidyanatha. Though Mammata's 
Kavyaprakasa has gone a long way in that direction, it does not speak 
anything of Drsyakavya, the most powerful and attractive type of 
Poetry. In this context, it is Vidyanatha who realised the need of 
bringing all the elements of Kavya in a single compendium with all the 
appropriate and attractive illustrations to cater to the demands of a lay 
student of literary criticism. It is to be noted that Vidyanatha is very 
much aware of his own limitations in the preparation of such a text. 
That is why he categorically mentions the reason, at the very outset, for 
taking up such a task. 

As late Dr. V. Raghavan rightly observes, the Prataparudriya can 
be considered as a work of derivative nature and it is evidednt that 
Vidyanatha belongs to the Rasadhvani school of thought. He has 
studied all the works of his predecessors and defined various concepts 
of Alankarasastra with his own illustrative poems eulogising his patron, 
king Prataparudra. The idea of giving one's own illustrations is a novel 
one, and as such, the Prataparudriya may be considered as pioneer 
work. It may be said in this connection that this type of writing has its 
beginning in Vidyanatha and got its perfection at the hands of 
Jagannatha, who almost gave decisive conclusions to different concepts 
in Alankarasastra. The idea of writing such a work can be traced to 
the Ravanavadha of Bhatti. Though there is immense influence of 
works like the Kavyaprakasa, Dasarupaka, Rasakalika, 
Sa rasvati ka ntha bhara na and Alankarasarvasva on the Prataparudriya 
in its theory part, Vidyanatha in his turn inspired his successors to a 
great extent. The Camatakaracandrika of Visvesvara, the 
Sahityaratnakara of Dharmasurin, the Alankarasudhanidhi of 
Sayanacarya, the Alankaramanjusa of Devasankarapurohita, the 
Nanjarajayasobhusana of Narasimha (Abhinavakalidasa), the 
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Raghunathabhupaliya of Krshnayajvan, the Godavarmayasobhusana 
of Arunagiri, the Alankaracintamani of Ajitasena and the Ekavali of 
Vidyadhara stand as monumental testimonies to this fact. 

The Prataparudriya is evidently a Prakaranagrantha for 
Alankarasastra which is being studied almost from the time of its 
composition. Though the original contribution of Vidyanatha is not 
much, the popularity of the Prataparudriya can not be under estimated 
as it served to be one of the conspectus of text books under reference. 

In this context it is worthwhile to mention the introductory remarks 
of Mr. Filliozat in his French translation of the Prataparudriya. 

M Son ouvrage comporte bien peu des speculations 
esthetiques qui avaient anime autrefois le Sastra. 

Ainsi $e presente-t-il comme une sorte de lexique 
des termes techniques de poetique et de dramaturgic" 

- LE PRATAPARUDRIYA" by Pierre Sylvain FILLIOZAT p.v. 

Which says that the work (The Prataparudriya) contains very few 
of the aesthetic speculations which generally occupy such an important 
part in the Sastras and what it presents is more of lexicon of the 
technical terms of Poetry and dramaturgy. 

The Prataparudriya is also quoted by no less than the prince of 
commentators, Mallinatha, though not by name. Apart from Mallinatha 
it is said that Ramacandrabudhendra cites this text again and again 
in the Tikas on Campuramayana and the three Satakas of Bhartrhari. 
Again to quote Filliozat - 

"II fut particulierement connue de Mallinatha, 
constamment cite par un autre commentateur dorigine 
telugu, Ramacandrabudhendra, autour de tika sur le 
Campuramayana les trois centuries de Bhartrhari H 

- LE PRATAPARUDRIYA" by Pierre Sylvain FILLIOZAT p.v. 
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The Prataparudriya is also quoted in the Alankarakaustubha of 
Visvesvarapandita who defends the stand of Vidyanatha against the 
criticism of Appayyadiksita. 

The Prataparudriya has nine chapters. It consists of Karikas, Vrtti 
and Udaharana slokas. The total Karikas in the text are three hundred 
and thirty and the illustrative verses are five hundred, out of which some 
twenty five verses are repeated once and occasionally twice. The fact 
that there are sixty two Prakrt verses testifies to the scholarship of 
Vidyanatha and his ease at composing the verses even in Prakrt. 

Though Vidyanatha is at his best in composing the verses with a 
high imagery note it is a matter of regret that this point of perfection 
which he has kept in other chapters has not been touched in the Drama 
part written to illustrate the former theory part. Viewed either from the 
aesthetic aspect of Indian school or from the stand of action, conflict 
and suspenseofWestern school, the drama composed by Vidyanatha 
falls short of the expected standards. His drama entitled "Prataparudra 
Rajyabhiseka" though consists of five acts the scope of action, 
suspense and conflict are totally absent in it. It runs more or less in a 
reported way of incidents by the supporting characters. For instance, 
there is neither the characters of Nayika or Pratinayaka in the drama. 
The greatness of Prataparudra is rather narrated by others. Viewed 
from the canons of drama, this is a serious draw back of the play, for, 
the spectator is at a loss to witness the greatness of the hero of the 
drama directly. This is the reason for its unpopularity as a separate 
drama though the verses given for illustration are otherwise poetically 
perfect. No doubt they appeal the reader in their theoretical aspect 
but from the theatrical point of view, they fail to get the admiration of 
spectators. 

Thus the work of Vidyanatha though certain aberrations are 
present here and there, on the whole makes a very good treatise for 
fhe beginners in view of its perspecuity and brevity of the contents. 
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INTRODUCTORY 


In the history of literary criticism in Sanskrit, Anandavardhana 
marks an epoch by enunciating the Dhvani theory. He tried also to 
accommodate the earlier views on Poetry and to give them a place in 
criticism in the light of his theory. Among his followers, Abhinavagupta 
and Mammata are the two great authors who defended his position 
and established the Dhvani theory meeting all its adversaries. While 
Abhinavagupta accomplished it by writing commentaries on the 
Ndtyasdstra and the Dhvanyaloka, the two great classics of Rasa and 
Dhvani theories respectively, Mammata wrote an independent treatise 
on poetics presenting a comprehensive theory of literary criticism 
mainly based on the views of Anandavardhana and Abhinavagupta. 
Thus, the Kavyaprakasa occupies a unique place in Sanskrit criticism. 
All other works that followed the Kavyaprakasa bear a clear imprint 
thereof now and then displaying originality at places. 

Vidyanotha's patron was king Prataparudra who ruled the 
Kakatiya kingdom during the period 1 290-1 326 A.D. His capital was 
Warangal which is about 50 Kilometers from Hyderabad, the present 
capital of Andhra Pradesh. There are no counter arguments for the 
above date though different historians assign the date with a variation 
of few years to the above. Vidyanatha was supposed to be the court 
poet of Prataparudra. There is absolutely no other work in his name, 
yet some traditional scholars opine that Vidyanatha is no other person 
than Agastyapandita, the author of Nalakirtikaumudi, Krsnacarita and 
Balabharata. They observe that Vidyanatha might have been the 
designation he held. But scholars like Dr. A.K. Warder and T. 
Venkatacarya did not favour this supposition. 

A critical study of the text also affirms the above date. In the 
Prologue of the text, Vidyanatha quotes a number of authors. Ruyyaka 
was the latest author quoted by Vidyanatha who can be placed during 
1 1 35-1 1 45 A.D. So one can deduce that he is later than 1 1 45 A.D. 
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It is very evident that the famous commentator Mallinatha uses many 
a passage from Prata'parudriya though he did not acknowledge him 
by name. Mallinatha may safely be placed during 1 422-1 466 A.D. 
With this much of internal evidence and relying upon the reports of the 
research carried out so far pertaining to the date of Prataparudra, one 
need not have any hesitation to say that Vidyanatha flourished some 
time between 1 275 and 1 325 A.D. 

There are two commentaries available on the text - one is 
Ratnapana of Kumarasvamisomapithin and the other being Ratnasalia 
written by Chilakamarri Tirumalacarya. The latter is not yet published 
completely, though we find the commentary on the first two chapters 
in K.P. Trivedi's edition of Prataparudriya. Kumarasvamin was the son 
of Malliriathasuri who is regarded as the prince of the commentators 
and who flourished in the times of Praudhadevaraya II, of Vijayanagar 
during 141 9-46 A.D. So one can safely assign the 1 5th Century to 
Kumarasvamin. It is evident that Tirumalacarya is posterior to 
Kumarasvamin from his own writings. Tirumalacarya paid high 
tributes to the masterly commentary of Kumarqvamin and said that his 
commentary is mainly meant for the beginners \ Tirumalacarya 
belongs to the 1 8th Century. 

Among the followers of Mammata, Vidyanatha and Vidyadhara 
stand apart in that they have started a new type of Aldnkara treatises 
called popularlythe Yasobhusana type. It may be said thatVidyahalhiJs 
Prataparudriya has come to enjoy greater popularity, especially in the 
South. Vidyanalha has modelled his work after the Kdvyaprakasa. But 
he followed a novel way of providing suitable illustrations to his 
theoretical concepts. He composed verses and even a small drama 
himself afresh by way of illustration. He defended his method in the 
following way : Vidyanatha considered an Aldnkara treatise as a 
separate and independent Prabandha which requires as a unity of its 
own even in the subject matter of the illustrations furnished therein. 
Hence he talks of the Nayakd to be chosen in all the illustrations 
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uniterally, the entire body of illustrations forming a single Kavya as it 
were. He claims that such an attempt was not made earlier : 

‘TunyasCo^asya cmitamudaharanamarfiati I 

na £ascit tadrsah purvaiafi praBandfmSfiaranUirtcUi It 1 

(491 & O £» 

He compares it also to the Ramayaha and the Mahabharata 
where great epic heroes like Rama are described. Incidentally he is 
paying his tributes to his patron Prataparudra whom he considers as 
an ideal ruler and a great man. He says that a treatise on poetics has 
come to serve its full purpose, now in that it has been able to project 
the glory of Prataparudra an ideal king who is made the main subject 
matter of his illustrations : 

'Circna caritdrtBo 'Shut f^a^y^nf^rasanyrafud. I 

i Trataparudradevasya l&tiryena pra^asyate II 3 

He says further that the description of such a hero brings name 
and fame to the writer and his work as well. 

Vidyanatha holds that the main purpose of Poetry is to teach the 
Purusarthas - the four ends of life namely Dharma, Artha, Kama and 
Moksa. It is to be accomplished through the description of an ideal 
man. Kumarasvamin observes that infact the concepts of Rasa etc., 
acquire a new polish when they are described in respect of an ideal 
hero. Such gems of concepts polished with the touch stone of the 
choice of the hero are given in the Prataparudriya. 

Vidyanatha emphasises the importance of the choice of a proper 
hero for imparting the right instruction through peotry. He refers to the 
prohibitive sentence - “tK&ycdapamsca varjayct\ He considers that the 
sentence refers to such poem which do not have an ideal hero for its 
suject matter and thus fail to impart proper instruction. He goes to the 
extent of saying that the Rostra literature too gains its popularity as it 
establishes the existence of Isvara, as the supreme hero enacting the 
universal drama of creation. 
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*2 atha vcastsikgdtk isvarapratist/tapa^ataya jagatpujyata 

The Mahabharata also becomes an extraordinary epic since it 
describes the great deeds of the personalities like Srikrsna. It is said 
that the Upanisads indeed excel all other literature because they 
speak of and establish the existence of the Almighty God. Even the 
PurvamTmamsasastra which speaks of Dharma becomes praise-worthy 
as Dharma forms the main characteristic feature of an Ideal man. 

He then furnishes a good number of Slokas from various authors 
in support of his position. Except in the case of Dandjn all the rest of 
the quotations are not to be traced in their works. This may be due to 
the fact that the versions of the texts consulted by Vidyanatha in this 
connection are different from those that have come down to us. 

In course of his discussion he gives a three fold division of 
literature - Prabhusammita, Mitrasammita and Kantasammita. The 
purpose of all the literature is the same, viz., teaching the four ends of 
life. They should help the reader in choosing the right and avoiding 
the wrong. The Vedic literature accomplishes this task through its 
injunctions found in the Brdhmanas. They are like the rules of law made 
by the king. Hence such a literature is called Prabhusammita. The 
Puranas narrating stories of past kings teach us like friends through the 
examplesof their lives. Hence they are called Mitrasammitas. But the 
Kavya literature scores over them in its appeal. It makes one realise 
his duties telling him suggestively and pleasingly as a beloved wife 
advises her consort. Hence it is called Kantasammita. Hegivesagood 
stanza eulogising such poetic literature : 

'y’cufocddt p raSfmsawmitadadjfuyatam saBdapradhanaccfcmm 
yacdtSrtfiapwanat puranavaainadis tam suhrtsammitat 
2Qmtasammitaycr yaya sarasatamapafya favyasriya 
f Kgrtavyc feitiifc Budfto xnracitastasyai sprfuun feirmafW 5 

Concluding the discussion he quotes from the Kavyaprakasa 
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where pleosure and instruction are equally emphasised as the purpose 
of Poetry 6 . In this connection other incidental benefits accruing to both 
the poet and the reader are also mentioned. 

Kumarasvamin discusses the issue of the purpose of Poetry. He 
purports to say that the purpose of poetry is manifold. Pleasure too is 
derived both by the poet and the reader. He remarks that at the time 
of deriving pleasure from one's own work the poet acts as a Sahrdaya 

GrzrrttM£ctfc fcaxnrapi sahrdaya tvd 7 

The teaching of the four ends of life is also accomplished side by 
side. Butthe principal purpose that is served by Poetry is transcendental 
aesthetic pleasure in itself. This is indeed the secret of Poetic appeal. 
Otherwise Poetry cannot be said to be pleasing as the beloved 
(Kantasammitta). In support of his position he quotes the Locana : 

* Caturvarga vyutpatterapica ImaruCa cva 

pdryantU^am muhhyam phaCam ' 8 

It can be said that this introductory portion of the work is an 
important contribution of Vidyanatha to literary criticism in Sanskrit. 
Though the classification of the definition of the Nayakas and Nayikas 
are found elsewhere in the Alankara works, the importance of choice 
of an ideal Nayaka for the piece of literature is not so much stressed 
or elaborately discussed in them. 

The Prataparudriya is an eclictic treatise bringing in the several 
concepts of literary criticism. Thus Alankarasastrasarvasva - all that 
forms the subject matter of Alankarasastra finds a place there. The 
concepts of Rasa, Guna, Alankara, Riti and Vrtti have all been dealt 
with. The concepts like Paka and Sayya are also discussed. Rasa is 
considered to be the principal concept. 

In this connection Kumarasvamin explains the popular name 
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'Alankorosastra 1 for the science of literary criticism in Sanskrit. Alankara 
is one of the concepts. Yet the discipline is called Alankarasastra. The 
designation can be justified by the maxim of 'Cchatrin' since Alankafas 
received greater attention in the works of literary criticism the discipline 
itself came to be called Alankarasastra - the science of Alankaras 9 . It 
could be explained also with reference to the signification of the term 
Alankara given by Vamana. 

'Saundaryamxdimf^raR ' 

Alankara is literary beauty. The science dealing with the different 
factors contributing to literary beauty came to be known as 
Alankarasastra. 

Keeping in view the practice of the writers Vidyanatha offers his 
salutations to Bhamaha who is considered as the earliest author of 
Alankarasastra. Although Bharata in his Natyasastra speaks of certain 
factors like Rasa, Alankara, Guna, Dosa etc^that stand common to 
both the varieties of Poetry - Drsya and Sravya, Natyasastra is 

** O' 

generally held in high esteem as a treatise on dance and drama 
whereas Bhamaha's Kavyalankara is considered as the first treatise on 
Alankarasastra. 

Vidyanatha divides his text Prataparudriya into nine Prakaranas, 
viz., Nayaka, Kavya, Nataka, Rasa, Dosa, Guna, Sabdalankaro, 
Arthalankara and Misralartkara Prakaranas. Now let us examine his 
first Prakarana, i.e., Nayakaprakarana in which the nature, types and 
attributes of the Nayaka as well as Nayika and their associates are 
described. 
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CHAPTER - 1 

NAYAKA PRAKARANA 

The etymological meaning of the word 'Ndyaka 1 , according to 
Kumarasvamin is '9s(ayali prapnoti, vrttam pfiaCam ceti rutyakafi' 1 . 
One who leads the action of the story and attains its fruit is called a 
Nayaka. Vidyanatha at the outset, says that MahakulTnata (Exalted 
lineage), Aujjvalyam (Beautiful appearance), Mahabhagyam 
(Prosperity), Udarata (Magnanimity), Tejasvita (Resplendence), 
Vaidagdhyam (Dexterity), DhSrmikatva (Dutifulness) Mahamahimatva 
(Divinity), Panditya (Scholarship) etc., are some of the qualities 2 that 
go to make a person the hero of a Kavya. It is to be noted that the 
qualities like lineage and appearance are acquired by birth where as 
the qualities like nobility and scholarship are to be cultivated. 

The qualities of a hero are enumerated differently by different 
scholars. Rudrata in his Kavyalankara enumerates these qualities as 
sixteen 3 whereas the Srngaratilaka speaks of twelve 4 . Out of the 
sixteen qualities enunciated by Rudrata, only four viz., Kulinata, 
Sampatti, Ujjvalavesa and Daksata can be correlated with the 
qualities mentioned by Vidyanatha, i. e., MahakulTnata, Mahabhagya, 
Aujjvalya and Vaidagdhya respectively though the terms differ. 
According to Bhoja the qualities of the hero are twelve Hemacandra 
on the other hand speaks of eight 6 whereas in the Vagbhatalankara 
we find nine 7 . Again in Vagbhata's Kavyanusasana we have as many 
as twenty seven covetable accomplishments of a hero 8 . Ke£avami£ra 
in his Alahkarasekhara mentions eight 9 qualities while Dhandnjaya in 
his Dasarupaka shows us twenty two 10 . Visvanatha in his 
Sahityadarpana gives them as twelve but he adds eight more undei 
the head of SQttvikagurjas 1 1 . In Rasarnavasudhakara Singabhupalc 
explains fifteen characteristics 12 whereas Sarvesvara in hisSahityasarc 
confines himself to eight 1 3 . Amjtanandayogin also considers them a; 
eight 14 Srikrsnakavi adds profundity of character, sympathetic 
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temperament, sense of emulation and purity to the qualities of a hero 
that are generally accepted 15 . Gunacandra achieves still greater 
brevity in speaking that a hero is one who possesses the prominent 
virtues, neither vicious nor befallen in calamities, though he speaks of 
eight Sattvikagu^as 16 . 

The heroes are again enumerated as four types as Udatta, 
Uddhata, Lalita and Santa with the prefix of ‘Dhira 1 , from the viewpoint 
of stamina which is endorsed by all the Aiankarikas except Acyutaraya 
who has not considered Uddhata type in his SQhityasara. y Tredfia neta 
pra/Q,rtitafi ' ]7 . Lastly heroes are treated as four types namely Anukula, 
Daksina, Satha, and Dhrsta. 

Nayaka in general is said to possess these qualities : to be known 
for his fame and valour, to be interested in the three human ends, viz., 
Dharma, Artha and Kama; and capable of being equipped with all 
good qualities. Vidyanatha says that it has already been mentioned 
that the divisions of Nayakas are Dhirodatta, Dhiroddhata, Dhiralalita 
and Dhirasanta by earlier writers. Bharata in his Natyasastra mentions 
that only gods are Dhiroddhatas whereas the kings should be 
considered as Dhiralalitas, ministers and commanders are Dhirodattas 
while Brahmins and merchants are Dhirasantas 18 . But this division is 
only broad based. Though Bharata prescribes such a rule, it seems to 
have been observed more in its violation. In this connection 
Kumarasvamin observes that the number of Nayakas that may occur 
in the context of ^rrigara is forty eight 19 , basing upon the innate nature 
of the Nayakas, the relationship they hold with the Nayikas and their 
cultural status. It is also suggested that this division applies for the 
sentiments of Vira, Raudra, Srngara and Santa. Speaking of Dhirasanta 
Vidyanatha says : 

(Dfnrassantafi prasannatma cGurasanto dzrijadif&fi 20 
Commenting upon this definition, Kumarasvamin suggests that* 
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ministers and businessmen could be taken by the word 'Adi 1 , which is 
in agreement with the definition of Bharata. He also quotes : 

'SSmanya^unatfufeastu dfSrasanto dvijadifei iti fecit' 21 

By the word 'Kecit' the authors of Da£arupaka and S^ihityadarpana 
are intended. Vidyanatha also gives the characteristics of the 
supporters or assistants of the Nayaka. They are of four types, viz., 
Pithamarda (Attender), Vita (Parasite), Ceta (a friend) and Vidusaka 
(Jester). We can takeSugriva in Ramayana as Pithamarda, Sekharaka 
in Nagananda as a Vita. Ceta is a shrewd person in bringing about 
the union of the hero and the heroine where as Vidusaka is a court 
jester mainly intended to create fun. After defining the qualities of the 
hero and his supporters, Vidyanatha enunciates the Nayikas as eight 
types, viz., Svadhinapatika, Vasakasajjika, Virahotkanthita, 
Vipralabdha, Khandita, Kalahantarita, Prositabhartrka and Abhisarika. 

The general characteristics of Nayaka have been earlier 
enunciated. Vidyanatha has not mentioned any such characteristics in 
the case of a Nayika. Here it may be inferred that those which have 
been prescribed in the case of a Nayaka apply even in the case of 
Nayika So we do not find Vidyanatha mentioning the general 
characteristics of a Nayika. 

Bharata is the first of the available writers to speak of different 
types of Nayikas. The latter treatises such as Rudrata's Kavyalankara, 
Dhananjaya's Dasarupaka, ^aradatanaya's Bhavaprakasa, 
Visvanatha s SahityadarpaQa and Bhanudatta's Rasamanjari have 
simply followed the concept of Bharata regarding the different 
varieties of Nayikas. 

Some of the Alankarikas treat the eight varieties as specific types 
of the heroines though authors like Vagbhata expressly state that these 
eight are states of women . 23 This seems to be more acceptable 
because these states may occur in a woman's life at different stages 
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though not oil. So we con conclude that these stages of life may 
possibly be experienced by woman in general and there is no hard 
and fast rule that everybody should pass through all these stages. 

Bhojaraja says about Nayika, Pratinayika, Upanayika and the 
Anunayikas. 24 Further divisions have also been given as follows : 

According to qualities : Uttama, Madhyama and Adhama 

According to age and talent : Mugdha, Madhyama and Pragalbha 

According to chivalry : Dhira and Adhira; and 

According to Parigraha : Sviya and Anyadiya. 

In the Sarasvati kanthabharana they are considered as of 32 
types. 25 Visvanatha enumerates the types of heroines as 384 and 
further states that the number may still exceea. 26 

However, Vidyanatha does not go into such de.ails but restricts 
himself, by giving the eight varieties of Nayikas de(. ending upon their 
nature and three varieties, Mugdha, Madhya and Praudha on the 
basis of their age and talent of her amatorial activities. 

Out of the eight types of Sfngara nayikas the firs'*' variety is 
Svadhinapatika. The woman who is constantly coaxed by her 
beloved is designated as Svadhinapatika. Bharata's explanation is 
that the Nayaka is captivated by Nayika by her amorous pleasures 
and stays by her side 27 . Dhananjaya follows suit 28 . Though there is 
no variance in concept, the definition of Vidyanatha is more piuin, 
when he says : 

'Triyopafc&ta nityam SvMfiinapaH^a mats' 29 

The definition of Visvanatha and others, however, show verba 
difference only, spirit being the sGme 30 . 
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While explaining the term Vasakasajjika Kumarasvamin in his 
commentary makes two different observations. According to one, 
Vasaka means the place of abode. According to the other it means 
the appointed day. He, however, observes that Vidyanatha follows 
the second one. When we closely study the definition and illustration 
given by Vidyanatha for Vasakasajjika one fails to appreciate the 
remark of Kumarasvamin that Vidyanatha follows the second 
interpretation, for, both of these interpretations can be accommodated 
in the definition given by Vidyanatha. The second variety is named as 
Vasakasajjika, who decorates herself as well as the bed room on the 
day of the appointment of her darling. While the definitions of 
Bharata, Dhanafijaya and Visvanatha speak of the lady decorating 
herself, 31 the definitions of Rudraja, SaradatanayO, Bhanudatta and 
Vidyanatha fall in a line in saying that she decorates herself as well as 
the bedroom. 32 Dhanika, the commentator on Dasarupaka also 
agrees with them. 33 

Vidyanatha defines the third variety, Virahotkanthita as follows : 

'CirayatyadfuJtam fqfhte xHrafiot^antAitonnumafi 1 34 

The woman who is distressed by the delay of her darling is 
described as Virahotkanthita. Bharata attributes the cause 
'engagements' for the delay on the part of Nayaka 35 . Dhanafijaya 
while following suit, ascribes the quality of blemishlessness to Nayaka 
also, perhaps to gain the sympathy of the spectator and as such the 
definition of Dhananjaya is more explanatory than that of Vidyanatha 
in view of the attribute employed in his definition, viz., 'Avyalike' 36 . 

Coming to the fourth variety, Vipralabdha, Vidyanatha defines a 
woman as Vipralabdha who is deceived by her lover who promises 
to meet her at an appointed place 37 . Bharata opines that she is the 
lady whose lover does not turn up for some cause inspite of the tryst 
or the message through a female messenger 3S . Dhananjaya observes 


11 



that Nayika takes the absence of Nayaka as an insult 39 . Though the 
spirit is the same in the definitions of Dhananjaya and Vidyanatha, a 
slight difference can be traced in their concepts depending upon their 
words Vancita and Ativimanita. Thus the name gains greater propriety 
in the definition of Vidyanatha than in that of Dhananjaya. In the 
footsteps of Bharata, Rudrata is also not clear whether the Nayika feels 
insulted or not 40 . 

The fifth variety is Khandita. According to Vidyanatha Khandita 
is one who is angry by the sight of the signs which signify that her lover 
has spent the previous night with some other woman 41 . Bharata does 
not give us any special feature of this type as distinguished from that 
of Virahotkanthita 42 . It is not evident even in Rudrata 43 . Dhananjaya, 
however, brings sharp contrast between Virahotkanthita and Khandita. 
He speaks of Khandita as one who is jealous towards the Pratinayika 44 
while Vidyanatha simply observes that she is angry with Nayaka 45 . 

The sixth type is Kalahantarita. According to Vidyanatha 
Kalahantarita is a type of heroine who first insults her lover on account 
of her anger and repents afterwards 46 . There is a marked difference 
in the concept of Kalahantarita as conceived by Bharata on the one 
hand and the later writers on the other 47 . While Bharata does not 
speak of repentence on the part of the Nayika, later writers mention 
it. 


The Prositabhartrka is the seventh type. The Nayika who is 
dejected when her lover leaves for some other place comes under this 
type. However , there is no marked difference in the concept of this type 
among the Alankarikas 48 . 

The Abhisarika comes under the last and the eighth variety. V/hile 
dealing with this type Vidyanbtha states that the lady who is prepared 
to go for her. lover, having been afflicted by amorous desires is 
designated as Abhisarika 49 . Bharata observes that she is a lady, who 
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out of love and infatuation, sends forth a messenger in order that she 
may cause the Nayaka come to her 50 . Later writers headed by 
Dhananjaya appear to opine that a lady who by herself goes to the 
dwelling of her darling for dalliance comes to be categorised as 
Abhisarika 51 . Saradatanaya in his Bhavaprakasa, however, literally 
follows what has been said by Bharata in this connection 52 . According 
to Dhananjaya, either the lady who goes to her lover or who makes 
him to come to her - both should be designated as AbhiSarikas 53 . It 
is to be noted that in both the cases the initiative comes from the lady 
in love. 

Kumarasvamin explaining the definition of Vidyanatha 
'^anta6fiisaranodyu£ta smararta sa6fiisari£a' says : 

'‘Kantasya fcarmanaA f^arturva ' BfUsaraite tufyu£ta' 54 

which interpretation results in conveying both the kinds of 
Abhisarikas shown by Dhananjaya. He takes the support of Dhananjaya 
in this connection. Visvanatha goes into further details and describes 
Abhisarika under three types according to their social status, viz., a 
family woman, a concubine and a servant maid 55 . Bhanudatta 
categorises three types based on the time factor. According to him 
Jyotsnabhisarika is one who goes for her lover in moonlit nights. 
Tamisrabhisarika is one who goes to her lover in darkness. The third, 
who seeks for her lover in day time is known as Divasabhisarika 56 . 

Saradatanaya further classifies these eight types into three kinds 
as Uttama, Madhyama and Adhama 57 . Bhanudatta adds one more 
variety to the generally accepted eight varieties by name Prosyatpatika, 
thus making the total nine. He defines it as : 

'(Dcsantaraniscitcyjamane preyasi prosyatpatika pi navami nayi^a 
B&avitumarfiati ' 58 

If according to Bhanudatta the heroine whose hero proposes to 
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leave in future for a foreign land is to be considered as the ninth variety, 
then there Is the contingency of a tenth variety coming into picture in 
the case of the heroine whose hero is presently to leave for another 
country. Such classification on flimsy grounds like these is, however, to 
be discouraged as there is no specia I charm coming in as a consq uence 
of such classification. 

Vidyanatha observes that other varieties like Padmim etc., can be 
known from the KamaSastra 59 as they are not very important in the 
discussion of literary criticism. He follows the proper order and 
propriety in discussing and devoting a special chapter for the definitions 
of the heroes and the heroines and their illustrations of their different 
characteristics which is in consonance with his theory that the prestige 
and popularity of a particular composition depends upon the hero 
described in it. 
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CHAPTER II 

KAVYA PRAKARANA 

Vidyanatha deals with different factors of Poetry in KSvya 
Prakarapa. At the outset he defines Poetry as an assemblage of sound 
and sense, bereft of blemishes and endowed with excellences and 
poetic figures \ As regards the definition of Poetry, VidyanTStha 
considers that both sound and sense constitute Poetry. Evidently he is 
following Mammata here. This definition, however, is later criticised 
by Jagannatha, the celebrated authority on Poetics, purely on the lines 
of logic. In this connection, it is necessary to keep in view that 
Vidyanatha's scheme in wirting this work is simply to introduce the 
principles of literary criticism to the reader, but not to enter into a 
debate in detail and delve deep into the intricacies. 

Darrin states that even a small blemish hampers the beauty of 
Poetry just as a single mark of leprosy spoils the beauty of person 2 . 
Perhaps this view of Dandin would have prompted Mammata and 
Vidyanatha to employ the epithet Adosau in the definition of Poetry. 
But this epithet Adosau meets with the serious objection of Jagannatha, 
for it is evident that even Poetry which is Considered as belonging to 
the finest variety is not free from blemishes. For instance, the verse 
"Nyakkaro 'hyayameva" etc . 3 is considered as a fitting illustration for 
Dhvanikavya by cultured critics, despite the fact that there is the defect 
'Avimrstavidheyam/a* in it. The universal usage "Dustam Kavyam" 
comes to be set aside if the definition of Poetry as given by Mammaja 
and Vidyanatha is adhered to. 

Vidyanatha then observes that Poetry is threefold, Gadya, Padya, 
and Campu. It appears that Vidyanatha is of the view that Dramas can 
come under the third type, i.e., Campukavya. However, the proper 
classification would be to treat Poetry first under two varieties, Sravya 
and Drsya. Under the Sravya type of Poetry, these three varieties, 
Gadya, Padya and Campu deserve mention. 
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Summing up the concepts of earlier writers regarding the different 
elements of Poetry, Vidyanatha composes four Karikas beginning with 
"^abddrthau" etc. 4 He opines that the sound and sense constitute the 
body of Poetry whereas the suggested sense is its very life. The figures 
like Simile are like the omarnents to a person. The £\e$a (Coaloscence) 
etc., are the qualities as the valour etc., in the case of a man. The styles 
or tfitis are just like the nature that glorify the soul. The modes of diction 
or Vrttis are like the artificial manners that enhance the beauty of an 
individual. Mutual agreeability in the setting of words is called £ayya 
in poetry and it is like the bed on which one likes to rest himself. The 
Paka or fruition helps relishing the sentiment in different ways. Thus we 
see the wisdom of the author in bringing out the whole Samagri or the 
elements of Poetry on the analogy of their worldly counterparts. 

It is a known fact that a word has three functions, viz., Abhidha 
(Denotative), Laksana (Secondary) and Vyanjana (Suggestive). Of 
these the function that enables a word to give its direct meaning 
(Vacya) is Abhidha and the function by virtue of which the meaning of 
a word is extended (Laksya) is Laksana. Where a third sense different 
from Vacya and Laksya emerges there we have to postulate a new 
function Vyanjana which rhetoraciansonlyaccept. VidyanStha denies 
the possibility of a fourth function called Tatparya which has been 
accepted by the followers of the Bhatta schoql of Mimamsa. He, 
however, includes this function under Vyanjana itself. 

Abhidha is of two kinds, viz., RudhipurvikcT and Yogapurvika. In 
Rudhipurvika the meaning of the components in a particular word get 
eclipsed and a different meaning which has nothing to do with the 
meaning of the components becomes prominent by current usage. 
Kumarasvamin illustrates it by the example of 'A^vakargg 1 5 . There are 
actually two components in the word 'A&akarna' - 'Aiva' and Kama 1 . 
The word 'Asva' means 'a horse’ and ’Kama’ means 'an ear'. Thus we 
have the meaning of the 'Ear of the horse' as its surface meaning. But 
Asvakarna 1 is a famous herb. As the meaning of a particular herb by 
that name is so popular, one understands it as that particular herb as 
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soon as he hears the word ‘A^vakarna*. It is evident that the usage of 
this kind are numerous in any language. VidySnQtha illustrates this in 
a verse composed by him : 

^Tapoxnsesaifi pratfiitaiA prajariam 

suBhmscaHtraiijayatimafiisyafi I 

<B(wgyaifi praBfmtairBfiuvanasya casya 

BiBfutrti raj-yam varavirarudraA ' II 6 

All the words in the above verse have Rudhyartha (established 
meaning) having no reference to the Yaugik^rtha (etymological 
sense). In the word 'Prajanam* though there is a meaning for the 
components also according to the dictum "Rudhiryogamapaharati" 
one has to take the word 'Praja' in the sense of people only and not 
in the sense of whatever is profusely born. 

The power of words in conveying the meaning based upon the 
meanings of its components is called Yogapurvikabhidha. In this 
verse 7 the words 'Rajrfi', 'Vasumati' and 'Ratnagarbha' give the sense 
conveyed by their components. 

Coming to Laksana, Vidyanatha explains it as follows : If the 
expressed sense conveyed by the primary function is incongruent then 
we have to take resort to a secondary function called Laksana in order 
to remove that incongruity. However, it may be questioned here as to 
the propriety of Laksana being a word ^abdavyaparah (function). The 
following may be given as an explanation. A particular word which 
is employed in a particular context becomes ineffective after giving the 
denotative sense by the oft quoted dictum ^SakijCuccaHim/aBd^ 
safqdtvartfiam pamayati' . So it does not have the capacitty of 
conveying some other sense. Such being the case how far it is proper 
to designate Laksana as a Sabdavyapara? Here it has to be said that 
though LaksancT is essentially a function related to the sense it is 
attributed to the word in order to cross over the above said difficulty. 
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The relationships that are primarily responsible for Laksana are 
said differently by the different scholars. Bhartrhari says that these 
relationships are five fold as Sambandha, Sa drsya, Samavaya, 
Vaiparitya and Kriyasamyoga . 8 In Nyayadar/ana they are enumerated 
as ten, viz., Sahacarya, Sthana, Tadarthya, Vrtta, MSna, DharaQa, 
Samipya, Yoga, Sadhana and Adhipatya . 9 Nage^abhattp in his 
Parmalaghumanjusa 10 gives them as five, viz., Tatasthya,Taddharmya, 
Tatsamipya, Tatsahacarya and Tadarthya. 

In the Kavyapraka^a, Laksana is mainly divided into two categories 
as Buddha and Gauni, in which Saropopadanalak^ana, 
Sadhyavasciyopadanalaksana*, Saropalaksapalaksana and, 
Sadhyavasayalaksanalaksana come under ^udha type and 
Saropagauni and SadhyavaSayagauni fall under Gauni. 11 

In the Vfttivartika also there is a broad division of Laksana into two 
categories with the names of Gauni and Buddha. While Niru^lha, 
Phalalaksaparopa and Phalalaksana sadhyavasaya fall under the 
former head, Nirudha, Phalalaksana saropa, Phalalaksana 
sddhyavasaya,Jahallaksana, Ajahallaksana andjahadajahallaksana 
come under the latter . 12 

In the Rasagangadhara we find the broad categorisation of 
Nirudhalaksana and Phalalaksana. In the latter we have the two 
subdivisions - Gauni and Buddha. GaunThas two types by name 
Saropa and Sadhyavasaya and the Buddha" has four types by name 
JahatsvSTrtha, Ajahatsvartha, Saropa and Sadhyavasaya. 13 

Vi^vanatha in his Sahityadarpana categorised Laksana under 
two main categories as Rudhimula and Prayojanamula. The Rudhimula 
is again divided as Buddha* and GaupT. According to him 
Upadana laksana, Laksana laksana, Saropa* and Sadhyavasaya are 
the subdivisions of £udha and the above four varieties of Buddha with 
the relationship of Guna are said to be Gaupi. In Prayojanamula the 
four varieties of the Buddha above come under Buddha type as in the 
case of Rudhimula and as such they aFe called as Buddha prayojanamula 
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and the four varieties of Gauni are designated asGauni prayojananrfula, 
with a total number of eight subdivisions. These eight types of Laksana 
under the sub head of Prayojanamula become sixteen by the criteria 
of Vyangya being Guc^ha and Agudha. Again the Prayojana 
(Purpose) accruing the Dharmin or Dharma they expand to thirty two 
types. With the addition of the eight ancillaries of RUdhimula they 
become forty. And again these forty types, on account of their being 
based on word and sentence become eighty. 14 Out of these eighty 
Vi^vanQtha mentions such varieties where the suggested sense is 
sometimes clear and sometimes not clear. These bases, however, 
deserve consideration while one deals with the varieties of suggested 
sense and not those of Laksana. 

VidyanStha is very brief and mentions only four varieties of 
Laksana, viz., Jahallaksana, Ajahallaksana, Saropalaksana and 
Sadhyavas'Syalaksana. As the basis of Laksana and Gaunavjlti is the 
same he does not find any justification in treating them as separate. 
Therefore he includes Gaupavritti in Laksana with a remark that it is one 
of the different types of Laksapa. 15 

The third function Vya'ftjana is defined by Vidyanatha as one 
which has for its object a third sense (different from Vacya and Laksya) 
intended to embellish the primary sense. This is of three types in view 
of the fact that it is based upon a particular word, sense or both. The 
verse "Vahinyah" etc., 16 provides an illustration for the first variety. 
Here there arises a question to be answered. Can a sentence give out 
two senses, one depending upon the primary function and the other 
on suggestion? VidySnStha observes that it is a defect in the case of 
Vedic literature and not in the case of worldly literature. In the world 
we find sentences may have different shades of meaning upon the 
intention of the speaker. Hence for a sentence to propound two senses 
is no defect in Kavya literature. 

For the second variety the verse"£rutva kakatibhubhartub" etc. 17 
is an illustration. Here Vidy0ri3tha clarifies his position that 
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Artha&ktimTJladhvani cpnnot be included under Anumana. While 
Anumana has its life in the Vyapti or invariable concomitance, 
Vyafijana has no such restriction. Hence the difference between 
Anumana and Vyanjana. 

According to Mimamsakas the three types of senses, Vacya, 
Laksya and Vyalngya could be got only by a single word function 
Abhidha. Here they bring in the analogy of a strong hero piercing the 
armour skin and heart of his opponent with a single arrow forcefully 
discharged. Similarly, according to them, a single word aptly used by 
a great poet can convey all the above three senses with a single 
power, namely, Abhidha. Vidyanatha sets aside this argument by 
observing that Abhidha can only give the contextual sense and 
becomes ineffective afterwards. If the above view of Mimamsakas is 
accepted then even the secondary function, i.e., LaksaQa loses ground. 
This is, however, an undesirable contingency. Hence to accept a third 
word function is proper. 

The third variety is seen illustrated in the verse "Vijitaripura" etc . 18 
Here both sound and sense are suggestors and the suggested sense 
is that Prataparudra is like ^iva. Hence it can be taken as an instance 
of the suggestion of the figure of simile by means of a fact (Vastuna 
upamalankaradhvani). 

Mammata while classifying the sense observes that Tatparyartha 
according to some (Bhattamimamsakas) has to be reckoned as the 
fourth variety of sense different from Vafcya, Laksya and Vyangya . 19 
Vidyanatha, however, sets aside even this partial view and includes 
Tatparyartha under suggested sense itself. He emphatically denies its 
being a separate sense . 20 It is well-known that there are two schools 
of thought among Mimasakasand one of them accepts Tatparya/akti 
in order to help the com prehension of sentence meaning. For them the 
Tatparyartha in the statements like "Ramati vanam gacchati” is that 
there is the activity of going to the forest whose agent is Rama and the 
object is the forest. This evidently cannot be taken as the suggested 
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sense. The statement of Vidyanatha that both Tatparyartha and 
Vyangyartha are the same remains to be substantiated. 

In this connection Kumarasvami SomapTthin explains the stand of 
Vidyanatha. He observes that in order to arrive at the sentence 
meaning one need not accept a separate function called Tatparya but 
the juxtaposition of the words having the mutual expectancy is itself 
sufficient. Hence to accept Tatparya, a fourth function is prolixious. 
Here Vidyanatha follows the view of the logicians. According to them 
the statements like 'Tarinati was am panasapfurfam' and 'ttarinati 
sarasam ’amrapfiaCam ' have the Tatparyartha in abandoning and 
receiving respectively. This evidently is not the expressed sense of the 
sentence. It is only the intended sense of the speaker. We can 
understand the spirit of the statement of Vidyanatha though it appears 
to differ from the view presented in the Kavyaprakasa. It can be 
defended following the school of logicians. Even in the 
Devatadhikarana of Vyasa it is said that when there is no TStparyffrtha 
different from the sense got by Samsarga, then the Samsargartha itself 
can be taken as Tatparyartha. This, however, does not happen in all 
cases: For instance, in the above quoted sentences we find TQtparyaftha 
is quite different from the sense got by Samsarga. In such cases 
TStparyartha is not to be confused with the sense got by Samsarga. 

There are four other types of Vrttis that are discussed by the literary 
critics, while the earlier writers like Bharata, Dhananjaya, etc. explained 
in the context of Drama, Vidyanatha speaks of them in connection with 
the ^ravyakQvya. Vidyanatha is very clear in this respect in dividing 
the Vrttis into two categories naming £abdavrttis and Arthavrttis. He 
has already spoken of ^abdavrttis Abhidha Laksana and Vyanjana, 
and comes to the Arthavrttis, Kai^iki, Arabhati, Sattvati and BharafT. He 
also warns that one should not confuse these Arthavrttis with ^abdavfttis 
as these are the indicators of Rasavasthana. But these Vrttis are the 
characteristic features of the Racana (collocation) intimately connected 
with the different stages of sentiments that are depicted in the Kavya. 
He also quotes a verse - 
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a ^KadiJ^araBf%aticaiva Sattvati (Bfuirati tatfm catasro Vfttayajncyt 
rasavastfmna sucati&fi' . 21 

Though he says that this verse is from Da^arupaka it is not found 
in it. Instead, we see the same verse appears twice in Rudrata's 
^rngaratilaka . 22 In this connection it is again interesting to note that in 
the K.P. Trivedi's edition of the Prataparudrlya it is "tathacoktam" only 
where in all the other editions the text is "tathacoktam Da^arupake". 

The concept of Vrtti seems to have more than one form in the 
writings of the earlier writers. Dhananjaya in his Dalarupaka clearly 
mentions that Vrtti is of the form of the activity of the hero. 

tyad^zyapTiratmij&zrrt ^ ' 23 

As regards Kai^iki he observes that it is tender on account of 
amorous gestures, dance and singing . 24 It is also said that Kai^ikT 
possesses four ancillaries. Similarly Sattvati also denotes the behaviour 
of the hero characterised by strength, valour, charity, compassion and 
happiness . 25 It too has been spoken of as having four varieties. 
Similarly Arabhati consists of magic, conjuration, conflict, rage, frenzy 
etc., with four ancillaries . 26 Bharati does not have any ancillaries as 
it is a common one. Dhananjaya, however, brings in the association 
of Vrttis with different sentiments. He observes that Kai£ikT suits Angara 
while Sattvati is adaptable in the case of the heroic sentiment. 
Arabhati, however, is the Vftti to be taken up in connection with the 
sentiments Rdudra and Bibhatsa, whereas BHfcrati is a common Vrtti 
applicable in all cases . 27 

According to Bharata, Bharat! is the Vrtti where in there is 
prominence for the utterances of the hero and they should be men only. 

It should be presented only in Sanskrit and the names of the actors 
should occur in it . 28 Similar stipulations are there in the case of 
Sattvativrtti also. It is characterised by abundance of bliss, absence of 
sorrow and equanimity of behaviour . 29 Kai&ki stands in contrast to 
Bharati in as much as women can be associated here. It deals with 
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amorous enjoyments and gaudy attire. Music and dance also form a 
part of this Vrtti . 30 Finally XrabhatFdeals with speeches filled with 
falsehood and boastfulness (Dambha). Hypocracy also finds place 
here. For these Vjttis Bharata also gives subdivisions . 31 Thus we find 
Bharata. Dhananjaya and Vidyanatha have different concepts of Vrtti. 

Vidyanatha distinguishes the Ritis Vaidarbhi etc., from the Vfttis 
Kaisiki etc., He observes that the former do not require a particular 
type of sense to be described. They simply depend upon the word 
excellences. Hence their classification is based upon the tenderness 
and hardness of the compositions. The Vfttis Kai^ikT etc., however, 
require a particular sense for depiction. Vidyanatha observes that 
Kai^ikf suits the sentiments ^rrigara and Karuna. Arabhati, however, 
is applicable in the sentiments of Raudra and Bibhatsa. Bharati is the 
composition suitable to Hasya, ^anta and Adbhuta. Finally, Sattvatf 
has to be related to the sentiments Vira and Bhayanuxa . 32 In this 
connection we can note certain deviations made by Vidyanatha. 
According to Dhananjaya Kaisiki is suitable only to £rrigara. Regarding 
Karuna, Hasya, Adbhuta, J&Jnta and Bhayanaka he does not mention 
any specific rTti to be employed, but makes a general statement that 
Bharati is applicable to all sentiments. Vidyanatha, however, speaks 
of two more Vrttis, Madhya marabhatT and Madhyamakai^iki which 
could be traced in Bhoja's Sarasvatikaqthdbharana . 33 According to 
Vidyanatha these two types of compositions can be employed in the 
case of any sentiment. He defines Madhyamakai^iki as - 

'fjfdrdvartfit 'pyanati prcmdfiaBandfta madRyamafgikki 34 

Thus according to him, even while depicting tender ideas like 
^rngara one can employ not too hard a composition which he 
designates as Madhyamakai&ki. Similarly Madhyamarabhaji is the 
case where, even in the sentiments like Raudra, the composition is not 
too soft. 

’^MadftyamdraBftaf i praudfitpyariUcn atimrduKramd 35 
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This kind of adjustment regarding compositions, however, is 
necessaiy since no poet appears to have strictly adhered to the 
restrictions of Vrttis laid down by the earlier writers. Defining the 
different Ritis (Styles) Vidyanatha makes it very clear once again that 
there is absolutely no similarity between the Ritis and Vjttis as the 
former is concerned only with Madhurya etc., which belong to the 
stratum of the sound where as the latter is RasOvyanjaka having 
reference to the sense. 

Regarding the enumeration of Ritis, Alankarikas have different 
views. The famous Vaidarbhi, Gaudi, PancalT Ritis are accepted by 
Vamana, Vagbhata II and Rajaiekhara though he names them as 
Komalo, Kafhina and Mi^rama. Vagbhata !, Dand.in and Bhamaha 
accepts only two odt of the above three, viz., VaidarbhTand Gaudi 
without taking Pancali into consideration. But some critics hold that 
Bhamaha accepts three Ritis including Pancali . 36 Anandavardhana 
discredits the theory of Ritis of Vamana which arises due to an 
incapacity to comprehend the suggestive nature of Poetry. He just 
recognises in its stead the two kinds of Vrttis resting in ^abda and Artha. 
Mammata, however, considers that the Ritis of Vamana are the same 
as the ^abdavrttis-Upanagarika etc. Raja/ekhara defines it as a mode 
of expression. Anandavardhana, though enumerates the Ritis as three, 
names them as Upanagarika, Parusa and KomalcT Kuntaka's naming 
again differs as Sukumara, Vicitra and Madhyama. Rudra{a and 
Viivariatha adds one more to the Vaidarbhi, Gaudi" and PancalT by 
name Lati . 37 Prakasavarsa adds still one more to these four by name 
Avantika making them five . 38 Bhoja adds again one more to these five 
by name Magadhi which results in six . 39 However, Vidyanatha 
accepts the famous three, Vaidarbhi, Gaudfand PancalL 

The Vaidarbhi is named after the province, as the people of that 
part are particularly interested in it. It is said to be the elegant more 
of expression (Lalitatmika) and as such it consists of sweet sound^. It 
is said to be possessed of ten excellences. The presence of the 
excellences Prasada and Madhurya could be evidently seen in this 
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which is suited to the delineation of soft feelings and as such it can be 
employed in ^rrigara and Hasya. Thus it goes hand in hand with 
Kai^iki. The second Gaudiya stands in contrast to the first one which 
possesses only two, Ojas and KETnti. As this style is favoured by the 
inhabitants of the Gauda region it is named after them. It consists of 
long compounds and hard consonants. As Vidyanatha says that it 
possesses the excellences of Ojas one can understand that it is verbose 
and full of alliterations. 40 It is fit for the description of the sentiments 
Furious and Heroic and agrees with Sattvati and Arabhati Vrttis. In the 
same way the third Pancali also possesses two, Madhurya and 
Saukumarya. Like the above two it is named after the people of 
Pancala region who like it. It is an admixture of the above two. It 
agrees with the Kai^ikT and the Bh^ratT Vrttis and to some extent 
Sattvati. Possibly influenced by Dandin and Vamana, Rudrata 
advocatesfourtypes of styles, Pancali, Latiycf, Gaudiya and Vaidarbhi. 
Pancali is characterised by short, LatiycTby medium and Gaudiya by 
long compounds, and Vaidarbhi is marked by an absolute absence of 
compounds. While Vaidarbhi is endowed with grace and lucidity the 
Gaudiya* prefers grandeur and verbosity. 

It is Vidyanatha who has successfully fixed the nebulous concept 
of ^ayyain literary criticism. Etymologically, the term ^ayya means 
bed. On the same analogy Vidyanatha describes 6ayya as the repose 
of words in their mutual favourableness like the repose of the body in 
a bed. 

'&adanu£[unyazrifrantifi Sayya Sayycttiiatftyate' 41 

We see the earliest usage of this term in Baria's Kadambari. 42 As 
there is some sort of ^abdalahkara in ^ayya, Agnipuraija calls it as 
Mudra. 43 Bhoja mentions a particular ^ayyCT as one of the 
^abdalankaras which he defines - 

‘^ayyetyafuift padartfumam gfuLtanayam parasparam 9 44 
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But, as Dr. Raghavan observes, "there has been no consistent 
tradition or association of precise ideas with this concept in the history 
of poetics ". 45 The concepts of ^ayyS.and Paka can be taken as twin 
concepts because the former is related to the Sound whereas the latter 
pertains to the Sense. It is evident that the earlier writers did not deal 
with them as clearly and as cleverly Vidyanatha deals with them, for 
he says - 

padakam para anyonyamaitri fayycti fcatfiyate' 46 

Illustrating the concept. in his own verse, he also observes "Jltra 
padamnimayasafusnutvad Bandftasya paddnuyunyarupa /ayya ' 47 "That 
is from the viewpoint of cohesiveness, flow and agreement of the 
component sounds there should be a uniform and not discordant 
sequence of word's . 48 Thusthe literary value of £ayya can be assessed 
where meaning reposes in fhe tissue of words while each word itself 
finds a perfect embeding in the integral tissue. In this connection it is 
to be noted the special emphasis of the word 'Tara anyonya maitfi' 
used in the definition of Vidyanatha. In ^ayya the synonyms have no 
place to replace the words. Following Vidyanatha, Malliriatha 
explains £ayya in his commentary "Tarala" on EkavalT as follows : 
fPtuHbiam panvrlLi vaimufcfiyam vinunaya 'safiisnutvam ctcufeva 
^ayycticaffiyayatc m * 9 In the above explanation the influence of 
Vidyanatha can be clearly seen. It is to be noted that Visve/vara 
follows Vidyanatha while defining the concept of £ayya when he says 

'Jayya padaiwmanyonyamaitri ‘Umimayasdia I 

(Sahityasya) Safiyasya para sayya tUsa vibfuuCatafi. II 50 

Lokt- prasidJhamitytsa. priy'naisiayycti l^rtita' II 

Though Vi Wvara relates the ^ayya to Geographical factors, he 
does not explain them.The main difference between fsayya and Rlti is 
thatthe former does not allow any substitution of synonyms while in the 
latter there is room for such a substitution. 
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After defining SayycC the author proceeds to dilate upon Paka. 
Like the word Rasa, Paka is also linked in its etymological derivation 
which results in well-cooked or ripe. Paka is defined by Vidyariatha 
as profundity of meaning. 

‘J^rtfiaycimBkinma pTU^afi' 51 

But Kumarasvamin's explanation makes it less powerful when he 
says that it is a certain type of relishability. 

“Jlsz/adyamanatiizriJesd 52 

This explanation, however, reminds the words of Vi^ve/vara 
'tPafcam vacant parLpa/^gtna/mr^zmdameduram ' 53 

Paka is first mentioned by VSmana in this sense. In the context of 
Vaidarbhiriti he says : 

“*l/acasi yamadfu/ayya syandatz vacafcgjrifi 

zHtatBamazdtat&atvam yatra vastuprayati I 

udayati fti sa tadr £ fcvapi vaidarBfuritau 

saftrdayafvrdayanSm rdftjakafi pi paf^a/i M 54 II 

Vamana again defines Paka as a specific quality which results in the 

concept of £ayya of Vidyanatha when he says - 

l Yatpadahitycyantyeva parivrtti safiisnutam I 

am/aBdanyasanisnSta/t sc&dapafgm pracafqatt' 55 II 

Bhoja gives the PSka as a quality of the sound and calls it Praudhi. 
In the SarasvatikanthSbharana three Pakas are mentioned viz., 
NarikelapQka, MrdvTpaka and Amrapaka. 5 * Raja^ekhara elaborates 
them to nine viz., Picumanda, Badara, MrdvT, Vartaka, 
Tintin7ka,Sahakara, Kramuka, Trapu§a and Narikela. 57 Such being 
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the state of affairs, it is Vidyanatha who makes a clear demarcation 
between £ayya and Paka by assigning the former to sound and the 
latter to sense. He observes that Paka attracts the heart which is 
pregnant with meaning. Thus Paka is most conducive to the realisation 
of sentiments. Kumarasvamin in his commentary gives the meaning of 
words "Arthasya” and "GambhTrima' as '^rngaradeh' and 
'Asvadyamanatvavi^esah'. Vidy5dhara in his Ekffvalf explains the 
term as follows : 

"Pakastu rasociata ^abdartha nibandhanam; 
iravanasudhasyandini padavyutpattih ityanye; padanam parivrtti 
vaimukhyam paka ityapare". 58 

There are three views regarding Paka. One opines that the 
assemblage of sounds that are conducive for the Rasa realisation is 
Paka. The second variety occurs where the words employed are very 
sweet to the ear. And according to the third view, Paka is one which 
does not entertain any synomyms. From the viewpoint of Vidyanatha 
the third kind of Paka is nothing but SayycT. 

Draksapaka, Vidyanatha observes, is regarded as that which is 
in and out conducive for the delineation of sentiments. 59 Narikelapaka 
is one which is pregnant with the sentiment. 60 In Draksapaka the 
words are so conspecious in presenting their sense that it takes no time 
to arrive at the sentence meaning. They are easily pronounceable and 
there would not beany hard juxtapositions. They help in the realisation 
of Rasa as they enter into one's heart straight away. Butin Narikelapaka 

the sense is not so easy to grasp. When one works hard just as to drink 
the water in coconuts, so the Rasa is comprehensible after some pause. 

Now Vidyanatha proceeds to discuss the varieties in Poetry. 
Poetry could be divided into three categories, viz., Uttama, Madhyama 
and Adhama. The first and the best type of Poetry is called 
Dhvanikavya in which the sound and sense having subordinated 
themselves suggest some other charming sense. Thus in the first type 

28 



the suggested idea is more charming and predominant than the 
expressed one. Vidyanatha presents the following verse as an 
illustration : 


'Stfamin £Opra ma/UdfiaranfQmadftuna nicairvidfiatsc Rutof 

£at/mnamhinidfnnliarosu > kurusc fcmaifyatincdpa£an I 

ittfiam par/vacardnuCSpamxiliJUCam nyaf&arya dharmaisinu 

srstah padmaBfuivd nrpafi 61 II 

Here in view of Prataparudra's greatness the smallness of 
mountain, ocean etc., has been expressed and the suggested idea is 
that Prataparudra excels all in his noble qualities. 

The second type of poetry i.e., GunibKutarvyangya is one where 
the suggested sense is made subservient to the expressed sense. 


"(FratyaffrapTsaratpratapainBfiava vyapta^hiCd/dntart 

zri£vatratari virarudranrpatau simfmsonadfiyasini I 

^stfmnint samupTJga taimrp avarais tastas tatfm darsita 

iccsta yUSfiiramusya /^n^tirHSfwrdrstUi fcpardri&ta ' 62 II 

Here the pathetic behaviour of the subordinate kings by way of 
compassion evoking appeals etc., is suggested. The suggested idea 
however, is not so charming as the expresed idea which generally 
speaks of their actions before Prataparudra. Hence it can be taken as 
an illustration of the second type of poetry. 


The third variety of Poetry of Citrakavya, however, occurs Where 
the suggested sense is not clear. Vidyanatha gives us a threefold 
division ofthisas^abdacitra, Arthacitra and Ubhayacitra. In ^abdacitra, 
the main emphasis is only on sound and as such the charm of the 
expressed sense is sacrificed for the verbal beauty. Though there is 
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Alankcira, the sounds dominate it. When the sense is emphasised it is 
the Arthacitra and when we find equal emphasis for both the figures, 
sound and sense, it is considered as Ubhayacitra. 


^abdacitra and Arthacitra types are the same as the figures of 
sound and sense respectively where as the Ubhayacitra has both the 
characteristics. As a consequence of it they evoke admiration through 
representation. In this Citrakavya it is evident from the very nomencla- 
ture that the writer's chief intention does not lie in the depiction of 
sentiment and as such it loses its competency to bring the emotional 
mood into existence. Strictly speaking as this type of poetry serves the 
purpose of giving relief to the reader from the seriousness of content 
it has been employed by great poets like Bharavi . 63 VidyQnatha's* 
illustration for the jfabdacitra is as follows : 


'?]Qonirafeanadafaiuifi ^ataja£atl^o6fiad^urS^al^amait 

fetuCrafeatriyapaJ#^^ prcuifeipta faulty a£ak / 

uddamodyamanasya Ttufranrpaterdordandayo^candayor 
garjadduijana garvaparvataSfiidd damSfioCayaA (tgCayaf 64 II 

In this verse, though the figliire Rupaka is present, the figure ' 
Vrttyanuprasa, predominates. Hence the above verse illustrates 
£abdacitra only. 

For Arthacitra we have a Pfakrt verse of Vidyanatha, "Khagge 
jujjha vijjimbhiye" etc ., 65 which describes that the moment Prataparudra 
holds the sword the enemy king has been frightened and resorted to 
Prataparudra s mercy. The folded hands of the enemy king reflected 
on the sides of the sward and it looks as if the lotus, the abode of the 
goddess of Victory. Here the poet negates the lotus as belonging to 
the goddess of victory and presents it as the seat of the creator who 
came to collect the lives of the expired soldiers. Hence the figure here 
is Apahnuti. 
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The verse "Vidyasamudre" etc. 66 , is given as an example of 
Ubhayacitra. Here it is evident that the poet is equally enthusiastic both 
in Upama and Anuprasa and thus it can be considered as a model of 
Ubhayacitra, i.e., having figures based upon both sound and sense. 
Here,Kumarasvamin states that although this variety is not mentioned 
by the earlier writers it is not against their intentions as they have 
accepted samsrstj in the examples such as - 

\ TadamSujam Bfiavatu vo znjaydya numju manjira simjita 

manofiaramam6iJZaya \k * 67 

Here Upama and Anuprasa do exist without any interdepen- 
dence. While illustrating jfabdactitra and Ubhayacitra the two verses 
composed by Vidyanatha appear to depict the two sentiments Vira 
and ^rngara. If that were to be the case, to show them as illustrations 
for Citrakavya is not proper. For, they have to be reckoned as the 
illustrations of first type of Poetry. This objection, however, is answered 
by Kumarasvamin in his commentary. He observes that though there 
is the suggestion of the above said two sentiments, the intention of the 
poet mainly lies in focusing the attention of the reader on figures only. 
According to the convention - 

\ Tradfumyato zsyapadeJa BHavantt 

it is proper to accept here only figures and not sentiments. To 
support his view, he also quotes from Kavyapraka^a. In this connec- 
tion Vidyanatha, following the earlier authors, speaks of pictorial 
poetry. As specimens he illustrates three varieties viz., Padmabandha, 
Cakrabandhaand Nagabandha. Hemacandra in his Kavyanu/asana 
defines that it is called Citra because of its similarity to the picture or 
by quality of creating surprise . 68 Prakasavarsa defines it as follows : 

“Citrarn tu niyamanydso varnanZt mtpsitafcamam 

Svaravarruigatistfuma BandfiahSrUdi Bandfumat 69 II 
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A fourfold division of this Citrakavita could be seen in 
LaksanodTpika, viz., a/u, Madhura, Citra and Vistraro. 70 

Now Vidyanatha dilates upon the varieties of Dhvanikavya. It is 
already mentioned that poetry is of three kinds, Uttama, Madhyama 
and Adhama. These have been briefly illustrated also. Vidyanatha 
explains the intricacies of these types : 

If the suggestion has secondary function as its basis it is consid- 
ered as Avivaksitavacya. If it takes the primary function as its basis it- 
is called as Vivaksitanyaparavacya. Avivaksitavcfcyadhvani 

is again of two kinds - Arthantarasankramita and Atyantatiraskrta. 
These again as based on word and sentence become four. 


Vivaksitanyaparavacya is of two types, viz., 
SamCat^af&amaxtycmgya and SAsamld^af^amax^anjyya. 

SaMa^aJ&amavyanjjya te again of three kinds as based on sound, 
sen&e and both. S^rtfia/af^niuCadfivani has twelve varieties as 
mentioned by Abhinavagupta. 

Under Asamlaksyakramadhvani come all the varieties of senti- 
ments and transient moods. 

'RasaBkSva tadaSfSsa 6fwvaJ&Ltycidirafcamafi ' 71 

All these are reckoned as pure varieties which come to fifty one. 
Taking into consideration the possible combinations among these fifty 
one varieties the number grows to one thousand three hundred and 
twenty six. Again on the bases of the three varieties of Sankara and 
Samsrsti the one thousand three hundred and twenty six varieties 
multiply into- five thousand three hundred and four. This is how 
Vidyanatha works out the possible varieties of Dhvani. It is to be noted 
here that Vidyanatha drastically cuts the number of Dhvani varieties 
from Mammata which are enumerated as ten thousand fou^ hundred 
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and four or ten thousand four hundred and fiftyfive to five thousand 
three hundred and four. 72 

In this connection the remarks of Kumarasvamin are note-worthy. 
While enumerating the varieties of Dhvani, Vidyanatha mentions them 
as five thousand three hundred and four, whereas Mammata in his 
Kavyapraka^a speaks often thousand four hundred and four varieties. 
What the difference is due to ? Enlightening on this point, Kumarasvamin 
observes that the issue does not deserve one's scruitiny as there is no 
plausible logic in such enumeration. He advises scholars to think for 
themselves. As regarding Vidyanatha, reason and logic plays a more 
important role than the respect we owe for a particular individual. 
Hence it appears, it is the view of Somapithin that there is no logical 
basis in the enumeration of Mammata, while Vidyanatha strictly 
adheres to it. 

. . ^arah paTjca (5304). Tarhi kirn nimittam 
Kavyapraka^akarontarbhEvayatayamanapi katicana bhedan 
samgrhya caturuttaracatuh/atiyutayuta (10404) samkhyakan 
samsrstisamkarayattabhedanajiganat. Ko veda kim va nimittam tat 
punasta eva tatrabhavanto vidamkurvantu. Asmabhistu M Yuktiyuktam 
vaco grahyam na tu purusagauravat' iti nyayasaraniranusaraniyeti 
vidyBnathahrdayam H 73 

While saying that Gunibhutavyarigya which comes under the 
second type of poetry, Vidyanatha quotes the KErika of Mamata 74 
and follows his scheme in enumerating the eight types of it. He 
illustrates them with his own verses. 

Though Vidyanatha mentions three types of poetry here, he 
elaborates third one in his last three consecutive chapters. Speaking 
on the characteristics of MahakEvyas, Upakavyas etc., in accordance 
| with Daijdin's KavyQTdar^a, 75 Vidyanatha says that a Mahakavya 
, should have eighteen characteristic^viz., description of towns, oceans, 

I mountains, seasons, the moon rise and the sun rise, pleasure gardens, 
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bathing sports, drinking of wine and the pleasures of dalliance; 
separation of sweet hearts, marriage, the birth of a son, strategy, 
gambling, travels and wars and the ascendency of the hero. The 
above eighteen is in strict accordance with Dandin except in one case. 
While Dag$lin stipulates embassy (Duta), as one of the eighteen, 
Vidyanatha alters it for gambling (Dyuta). However, he observes that 
a poet need not describe all the eighteen and some may not find place 
in a particular Poetry. 

Hemacandravagi/a explains that a Mahakavya should contain 
cantos which suggest the parts of the theme and their divisions and 
these should not be too elaborate. He states that the cantos should 
neither be less than eight nor more than thirty 76 and these cantos should 
not contain either less than 30 verses or more than two hundred each 77 . 
The verses should lend pleasant hearing and the words chosen should 
be popular as far as possible. Only one metre should be employed 
throughout the section and a different metre should be used in the 
end 78 . But one finds Mag ha violating this rule in the fourth canto of 
&4up‘5lavadha.' Vi^vanatha adds that there should be suggestion of 
the future story at the end of the each canto. 79 

Vidyanatha divides Poetry broadly into three categories, Prose, 
Verse and a mixture of both. Poetry in verse without the division of 
cantos is designated as Upakavya by Vidyanatha, 00 and Surya/ataka 
is said to be an example for this category. While defining Campu as 

'§adyapat£yo6(tamayam £avyam campuntyaBfndfuyatc # 81 

Vidyanatha draws again from Dagdin- 

Vidyanatha appears to distinguish prose literature under two 
heads, Katha and Xkhyayika. \ie, however, does not mention 
anything about Katha. Regarding Akhyayika, following 
Abhinavagupta, he observes that a piece of prose is to be designated 
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as Akhyayika where there are metres Vaktra and Aparavaktra and the 
chapters are known by the term Ucchvasas . 82 As he has not mentioned 
anything about Katha one can presume that the prose literature that 
does not having the above said characteristics comes to be designated 
as Katha*. In this connection it is to be noted that while Dandin belittles 
the difference between Katha and Akhyayika , 83 Vidyanatha maintains 
the distinction. Earlier writers, however, gave other varieties like 
Sakalakatha, Parikatha and KhandakathtF with minor diferences 
which Vidyanatha seems to ignore. 

While speaking of Ksudraprabandhas, Vidyanatha speaks of five 
varieties, of which Udaharana is one of them. It consists of both prose 
and verse and set to Tala. It contains the meters like Malini and has 
the word "Jaya* in the beginning having the repetition of the same 
consonant often. It should have eight cases employed. Udaharana 
has a long antiquity as we have the mention of this type twice in 
Kalidasa . 84 We have very few Udaharana type of Kavyas in Sanskrit. 
However, it is worthy, to note that a Udaharana type of Kavya by name 
“Basavodaharana" is written by Palkuriki Somanatha who is a contem- 
porary of Vidyanatha. This Udaharana type is mentioned in 
PratQparudriya, Sahityacintamani and Laksanadipika whose authors 
evidently belong to Andhrade^a. Out of the three UdSharana Kavyas 
in Sanskrit, Basavodaharana, ^ivodaharaqa, and 
Chikkadevarayodaharana, the authors of the first two are Telugu 
Poets. 

Cakravala is again another variety of K§udraprabandha where 
in one most often finds vocative cases. It starts with verses. The words 
that are employed once are taken up again. However, 
Amrtanandayogin's definition of this type differs . 85 

Bhogavali is another type of minor poems described by Vidyanatha. 
There we first find the mention of the word 'Deva\ The sections are 
named as Skandhas. This is furnished with four or eight sentences. 
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Here the style of ifie sentences is so properly managed as to deserve 
the descriptions of Gods and Kings. 

The one which is full of the description of the titles of the hero and 
his name and which runs in bombastic style is called Birudavali. If the 
eulogy is of twenty seven verses it is considered as Taravali. 

Vidyanatha says that there may be many other types depending 
on the ingenuity of the poet. He states that the illustrations are left out 
for fear of the work growing bulky. Thus Vidyanatha covers a wide 
range of topics relating to poetry in a succinct manner and proceeds 
to dilate upon the dramatic technique. 
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CHAPTER - III 
NATAKA PRAKARANA 

Vidyanatha then takes up the treatment of Drama, as it forms the 
best type«of Kavya. 

As the Dasarupaka of Dhananjaya enjoys the status of being the 
foremost standard text next to Bharata's Natyasastra, he heavily 
draws upon it in this chapter. He expressly states this at the end: M Esa 
prakriya Da$arupakoktirityanu$arena'\ 1 He composes an Udaharana 
nataka where we find illustrations for all the concepts that 1 he has dealt 
with in this chapter. 

The dramatic representation is four fold viz., Sattvika (Emotional), 
Angika (Physical), Aharyaka (Decorative) and the Vacika (Verbal). 
Sattva is a particular type of mental mood which is influenced by the 
contemplation of happiness or sorrow belonging to others. Such a 
mood brings about the efforts called Sattvikabhavas. The presentation 
of such ensuents is designated as Sattvikabhinaya. The movements of 
the limbs in accordance with the sentiment depicted is known as 
physical representation or Angikabhinaya. The element such as stage 
decor and scenic effects, constume and makeup of characters come 
under Decorative representation or Aharyaka. The fourth one is the 
Vacikabhinaya or Verbal representation i.e., the dialogue delivery 
which includes the proper modulation, intonation, pronounciation and 
pause by which the identical feelings of the character are to be evoked 
in the spectators. 

Vidyanatha further defines the word Nrtya as one which depicts 
Bhavas. Nrtta is dancing to Tala (rhythm), Laya (time). One may ask: 
what is the relevance of defining Nrtya and Njtta in this context? 
Vidyanatha rightly answers the question saying that Nrtya and Nrtta 
can be introduced in a drama to a great advantage. He quotes the 
following verse of Dasarupa in support of his statement which also 
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yives their two subdivisions namely lasya and Tandava. 

'9dadburoddfiata6fiedena taddvayath dvividdam puna/t I 

Lasyatdndavarupcna nata^adyupa^ara^am II " 2 

The different types of Rupakas are varieties of Nafya. They differ 
from one another on the basis of the three factors - plot, hero and 
sentiment. The nature of plot is discussed here by Vidyanatha. Different 
types of heroes and their definitions are given already in an earlier 
chapter. Rasa is the main subject matter of the next chapter. 

1. THE ITIVRTTA (PLOT) : 

The vastu or the plot is considered as the body of the play. It has 
got another name as Itivrtta. Bharata gives it utmost importance when 
he says- 

'Itivrttam fti fcavyasya sariram parikirtitam' 3 

This is further testified by the statement of Saradatanaya which 
rurns as - 

'iSastutatsyat praSanddasya sariram fetwJi&Jpitam I 

Itizrrttam tadcvadurnatyaBdinaya fovidaii' 4 

The plot is divided differently on different criteria. The three-fold 
division of the plot viz., Prakhyata (well-known), Utpadya (devised) 
and Misra (mixed) is taken into consideration in the enumeration of the 
ten varieties of drama. A well-known theme means that which is 
already there in the Itihasas. In other words a theme that depends on 
historical facts is known as 1 Prakhyatetivrtta *. The devised theme 
(Utpadya) is a creation based on the poet's fancy and the mixed is an 
admixture of both the above elements. While most of the Alahkarikas 
accept the three-fold division of the plot, Sagaranandin, however, 
classifies the theme into two categories, viz., Upatta (taken) and 
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Pratisamskrta (refined) taken up and adapted. 5 

The plot may further be divided into two categories viz., Adhikarika 
and Prasahgika. Adhikarin is one who is the recipient of the fruit and 
the part of the story managed by him is called Adhikarika 6 . For 
instance, in Ramayana the story related to Rama and Sita is 
Adhikarika. It has another name "Mukhya" also. The second type 
Prasahgika is subsidiary and is ancillary to the main theme. This is of 
two types known as Pataka and Prakari. That which runs with the main 
theme a long distance is called Pataka and that which follows for a 
while is designated as Prakari. Thus the second type of classification 
of the plot may be taken again as three fold, Adhikarika, Pataka and 
Prakari. These three varieties, however, become nine on the consid- 
eration of the first type of classification, i.e., whether the plot is well 
known, fabricated and mixed 7 . Vidyanatha, however, indirectly hints 
at these nine varieties though he does not expressly state. ! !e de o's 
with Pataka and Prakari only while dealing with the Arthaprakrtis and 
does not mention them as the varieties of the plot. 

Following Dhananjaya, Vidyanatha further classifies the plot 
under the two heads Sucya and Asucya 8 . There are five modes of 
expression for the Sucya and enunciated in the Dasarupaka. They are 
(1) Viskambha (2) Culika (3) Ankasya (4) Pravesaka and (5) 
Ankavatara. 

Sagaranandin calls these five as Arthopaksepakas when he say s- 

0 J^/^Mtarohl^amu/<fiam visJ^amBfia prave/aJ^au I 

Cutifeti ca pancasntinnartfwpa/^sepaJ^a^ smrtaA' II 9 

A detailed exposition of the Arthopaksepakas follows: 

1 .Viskambha or Viskambhaka (Explanatory Scene) 

• # 

Vidyanatha explains simply that Viskhambha is presented by 

mediocre characters to inform the audience briefly the items of the story 
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that are past and are going to ha pen . 10 But it may be noted that another 
purpose of the interludes known as Viskambhas and Pravesokas is to 
cover the lengthy stretches of the story that are unwieldy for dramatic 
handling. It may be a soliloquy or a dialogue between the two 
characters. It is of two kind$, Suddha (pure) and Sahkirna (mixed). In 
the former Sanskrit alone is employed, while in the latter both Sanskrit 
and Prakrt find a place. Natyadarpana observes that even a female 
character has to speak in Sanskrit if she has an entrance in the 
Explanatory scene . 11 There prevails a difference of opinion regarding 
the place of Viskambha in a drama. Bhoja opines that it should be 
employed as soon as the Prastavana is over in the first act itself. Others 
opine that it may be employed any where between any two acts 12 . 
Some others observe that Viskambha should be employed only in 
Prakarana and Nataka type of drama. 13 

ii. Culika (Intimation Scene) : 

According to Vi dy a natha Ctjlika (intimation scene) is indication of 
an idea by those who are behind the curtain 14 . Kumarasvamin 
explains the word Antaryavanika as an inner curtain 'JZrttafr pradftana 
yavanif& antary avanif(a'. The characters speak from there without 
entering the stage at all. The characters may be males or femalesiand 
there is no restriction as regards to the employment of language. 
According to Saradatanaya it has a place even in the middle of an act 
and it can be employed among the other modes of introduction 
(Arthopakjepaka) unlike Viskambhaka and Prave£aka 15 . 
Nanjarajayasobhusana and Kavyenduprakasa mention two-fold divi- 
sion of Ctjlika viz., Khandaculika and Akhandaculika 16 . The 
Khandaculika is so called because it consists of intimating two facts 
from within the curtain. This can be employed in the beginning or the 

middle of an act. Akhandaculika is one where the entrance and the 
• * 

exit of the characters are visualised by the audience. The employment 
of Akhandaculika is used at the end, but sometimes at the beginning 
of an act also. Though Saradatanaya opines that it should be 
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employed through Suta, Magadha and Vandin, Sagaranandin de- 
fends with illustrations that it could be presented even otherwise and 
as such it has no steadfast rule in this regard 17 . 

Singabhupala in his Rasarnavasudhakara classifies Culika into 
two types 18 , Culika and Khandaculika. Accoridng to him, COlika is to 
be employed by the characters in the background only. Khandaculika 
is the conversation of the character on the stage with the character 
behind the curtain. This should be placed before the commencement 
of an act. 

iii. Ahkasya or Ahkamukha (Anticipatory Scene) : 

Ahkasya or Ahkamukha is said to be a scene wherein the story of 
all acts is briefly given. It should be employed in the first act of a play 19 . 
Dhananjaya, however, mentions that it should suggest the events of the 
following act at the end of a previous one 20 . However, Ahkasya in 
the definition of Vi^vanatha has very little to distinguish it from 
Ankavatara 21 . Vidyanatha, following the view of Dhanarfjaye says 
that the theme of the coming act is to be indicated by the characters 
at the end of the previous act, through Ahkasya. 

iv. Prave/aka (Introductory Scene) : 

Vidyanatha now defines Prave^aka, the introductory scene. 
When the past and future episodes of the play have been suggested 
through one or two base characters it is called Prave£aka 22 . According 
to Kumarasvamin it may be done through low characters like Ceji. The 
number of these characters may be one, two or many. Sometimes a 
mediocre character may be there along with them. This should not be 
employed in the first act. These episodes should naturally pertain tp 
a previous or successive act. SSgaranandin defines the term etymo- 
logically saying that as it makes the charactors enter it is called 
Pravesaka 23 . Its function is almost the same as that of the Viskham bhaka 
but it is presented by inferior characters in a language which is not 
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polished (Udatta). It explains the matters omitted between two acts 24 . 
Accoridng to Bharata all characters should speak in Prakrt language 25 . 
Saradfctanya and Sagaranandin, however, opine that Sanskrit can 
also be employed by ascetics, Brahmins, Sages chamberlain and 
rakes in case they are introduced in the Pravesaka 26 . Bharata speaks 
of five purposes at length that are to be served by PraveSaka 27 . 
Sagaranandin opines that a Pravesaka can serve the purpose of 
intimating long journeys and the happenings in course of those 
journeys 28 . In fact, it is an effective device to present succinctly the 
events ranging over a long span of time 29 . According to Natyadarpana, 
Prave/aka and Viskambhaka are to be employed in four types of 
plays, viz., N^taka, Prakarana, Natika and Prakarani 30 . 

v. Ankavatara (continuation Scene) : 

Ankavatara is the scene where the theme of the succeeding act 
is shown to be connected (anuspngata) to that of the preceding act. 
The actor of the one being the same as that of the other there need not 
be an introduction for them 31 . Kumarasvamin quotes in this connec- 
tion: 


"Ankabhyantara bhavitvamankasyankavatarayoh | 

Bhavedarvka bahirbhavo viskambhe ca prevesake | | 

Ubhayam culikayam tu yathayogamitisthitih " 32 | 

Ankavatara also should suggest a particular SOcyartha. It is 
merely the introduction of the new act while closing the previous act. 
The following words of Bharata testify to this: 

"Samapyamana ekasminnam/e hyanyasya sucanam | 

samasato hi natyoktaih so/nkavatara isyate" | | 

With the above five scenes the indication (Sucya) should be done 
and the rest (Drsya) should be performed through acts on the stage. 
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Vidyanatha now takes up the issue of Aftka (act). He explains that an 
act is one in which the characters enter the stage and follows the hero 
with the colour and costume, dialogue and action and show the' story 
of the hero. This should have the suggestion of Bindu (drop). This has 
various contextual purposes and serve as an abode of the scenes of 
story and sentiments. Here Kumarasvamin quotes Bhavaprakasa 
which gives a caution as regards the introduction of Vastu, Rasa, and 
Alankaras in an act. Both the prndpal and subordinate Rasas should 
not be over done losing sight of the movement of the story. Nor should 
Rasa be allowed to get obscured by the narration of the story and 
ornate style. He further adds that in depicting Ahka (Act) one has to 
follow the path laid down by earlier Alankarikas. War, distant travel, 
death, mutiny, bath, putting on clothes, toilet, meal, siege or torment 
and love-making should not be shown in the acts. The main character 
should not be shown as killed under any circumstances. But it can also 
be shown if in the course of the story he is coming back to life 
afterwards. The activity of the hero of one day with a single purpose 
is to be shown. The heroes should be there throughout on the stage. 
The minor characters, three or four like Vidusaka may also be there. 
The act concludes with the exit of all the characters. 

2. AMUKHA OR PRASTAVANA (INDUCTION) : 

According to the scheme of the Sanskrit drama the Sthapaka 
Sutradhara enters after the exit of the first Sutradhara (Purvaranga 
vidhayaka) and introduces the drama to the auidence. In course of this 
dialogue, the Sthapaka adopts the Bharativrtti. 

There are four sub-divisions of the Bharativrtti which are support- 
ed to be present in Prastavana. They are (i) Prarocana (Laudation), 
(ii) Vithi (Avenue) (iii) Prahasana (Humour) and (iv) Amukha (Inser- 
tion). 

Out of these four sub-divisions, Vithi 34 and Prahasana have 
developed as separate types of dramas and hence they are not 
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discussed here. As there is very little to be said about Prarocana, 
Vidyanatha aims it in the illustrative play 35 . The remaining one i.e. 
Amukha is now dealt with in detail. 

Vidyanatha says that the conversation of Sutradhara 36 with either 
NatT or Mari§a or Vidusaka about his plans to stage a particular piece 
of drama is called Amukha. It has got another name Prastavana 37 . 
Here the note of Kumarasvamin is useful to enlighten us about the 
intricacies with regards to Sutradhara, Nati, Marisa and VidUsaka. hie 
says that there are two Sutradharas. To quote Kumarasvamin - 

\ Dvaztatra sutradkarau . ‘Efcak pumarangarndfCdyakafp 

I taros tu natastkapak&dyaparaparyThjah purvasu tradfidra 

sadrsagunakrtik pros tavanaprav art af^a/} ‘ 38 

The first one recites the benediction and exits. Then enters the 
second Sutradhara. He has two other names as Sthapaka and Nata. 
His wife is known as Nati. His assistant is called Marisa and his 
confident minister Vidusaka. The Amukha has three ancillaries as 
Kathodghata, Pravartaka and Prayogatisaya 39 . 

i. Kathodghata (The Real Commencement) is the entrance of the 
character taking either a statement or its sense presented by Sutradhara. 

ii. Pravartaka (Entrance of characters) is the entrance character 
indicated describing the characteristics of the season already referred 
to. 


iii. Prayogatisaya (Personal Presentation) is that type of entrance 
in which Sutradhara directly points out to the character with the 
pronominal words like 'Esa' and 'Ayam' 

While explaining Amukha, Vidyanatha enumerates its thirteen 
ancillaries Udghatyaka etc. The same ancillaries occur even in the 
case of Vithi. Hence, Vidyanatha speaks of the ancillaries in this 
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context. Kumarasvamin supports Vidyanatha in this connection by 
observing that the ancillaries for both Vithi and Amukha being the 
same, there is nothing wrong in dealing with them when Amukha is 
taken up for explanation. It should not lead us to the assumption that 
both Vithi and Amukha are the same. Apart from ancillaries there are 
other factors which make Vithi different from Amukha. 

For instance, in Vithi the ancillaries like Kathodghata are absent. 
Next,Sutradhara does not appear in Vithi. Moreover, there is the need 
for all ancillaries like Udghatyaka and also partial importance. In 
Amukha, however, there is difference in all the aspects and hence both 
cannot be the same. Vidyanatha explains the ancillaries briefly as 
follows: 40 

1. Udghatyaka (Abrupt dialogue) is of two- kinds as Gudhartha 
paryayamala and Prasnottaramala. 

2. Avalagita (Continuance) is also of two types: 

(i) where the contextual purpose has been served by the mention 
of a non-contextual purpose; 

(ii) achieving a non-contextual purpose under the pretext of 
achieving an altogether different purpose. 

3. Prapartca (compliment) is mutual praise based on false hood. 
Somapithin mentions an earlier view according to which the praise 
should also provoke one's laughter. 

4. Trigata (Triple rendering) is again of two kinds. One is the 
ancillary of Purvaranga and the other is the ancillary of Prastavana. In 
the former we have conversation among the actors and others, while 
in the latter many ideas are simulataneously presented due to verbal 
oneness (^abdasamya). 

5. Chala (Deception) is to deceive others through unpleasant 
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statements that resemble pleasant ones. 

6. Vfikkeli (Repartee) is defined differently by different authors. 
Vidyanatha speaks of Vakkeli having two varieties. The first is to 
abruptly stop a statement of incomplete sense. The second is of the 
form of questioning and answering. Vi^vanatha adds that there should 
be the element of laughter also 41 . Dhananjaya considers Vakkeli as 
a speech-play out of two or three replies or stopping the speech in the 
middle 42 . Singabhupala considers this as completing the predication 
of a sentence of incomplete predication 43 . 

7. Adhibala (outvying) occurs where two actors try to excel each 
other in their conversation with the view of claiming supremacy. 

8. Ganda (Abrupt Remark) is the unwitting speech that goes 
against the context. 

9. Avasyandita (interpretation) is to give a different interpretation 
for the same statement made on account of one's liking - Kumarasvamin 
adds that not only one's liking but dream, madness and childhood may 
also lead to such an interpretation. 

10. Nalika (Enigma) is an enigmatical expression involving fun. 
Kumarasvamin considers this having two types as Internal (Antartapa) 
and External (Bahirlapa). 

1 1 . Asatpralapa (Incoherent talk) is prattling something which is 
irrelevant. 

12. Vyahara (Humurous talk) is a humurous statement that 
promotes laughter and greed. 

1 3. M[dava (Euphemism) is speaking defects as virtues. 

Out of these thirteen, some may be employed in Prastavana 
according to the need. Thus Vidyanatha deals with the details of the 
prelude in short. 
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NANDI (BENEDICTION) 

Before the enactment of a play, the worship of a diety is 
prescribed in order toward off obstacles. This is termed as Purvaranga. 
Accoridng to Bhavapraka/a it has twenty two ancillaries. But 
Vidyanatha does not either enumerate or define the ancillaries of 
Purvaranga. His commentator, Kumarasvamin, however, observes 
that Purvaranga is a particular activity under taken in the beginning of 
a dramatic performance in order to avert obstacles. Bharata enumer- 
ates nineteen ancillaries of Purvaranga as Pratyahara, Avatarana, 
Arambha, Afravana,Vaktrapani, Parighattana, Sanghotana, 
Margasarita, Asarita, Citaka, Utthapana, Parivartana, NancfT, 
£uskavek[§ta, Rangadvara, Cari, Mahacari,Trigata and Prarocana 44 . 
Dr . Surendranath Shastri divides the list into two groups with nine and 
ten ancillaries respectively. He observes that the ancillaries in the first 
group are pre-show arrangements and they are supposed to be 
performed behind the screen where as the ancillaries of the second 
group are to be performed on the stage after lifting the screen -45 . 
5>ffradatanaya enumerates twenty two ancillaries of Purvaranga At> , 
which Kumarasvamin seems to follow, ^dradatanaya adds Dhruva, 

* Trisama. and Vardhamanaka to Bharata's list though there is a slight 
change in nomenclature as well as in the order. As Nandi* is 
considered to be the most important of all the ancillaries, Vidyanatha 
discusses it. Nandi indicates the subject matter which is going to be 
enacted either by way of similarity of sound or sense. It may contain 
either eight, twelve, eighteen or twenty two words 47 . The first verse of 
a drama which has the above characteristics is called Nandi We 
have Nandi consisting of eight words in Venisamhara, twelve words 
in Anargharaghava, and twenty two words in Balaramayaga. §ome 
aesthetes maintain that there is no need for restriction of words in 
Nandf 48 . 

The etymological sense of the word Nandi is given as something 
in which the dieties take delight 49 . 
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Nancff comprises of one or more verses. The mention of the Moon 
is considered as a special merit in a Nandi verse, because it is the 
belief of our ancients that there is a good deal of influence of the Moon 
over sentiments. Similarly the mention of auspicious names such as 
couch, lotus, ruddy-goose, Lily are recommended by Vi£vanatha so . 
According to Bharata, Nandi should consist of eight or twelve feet S] . 
But later eight, ten, twelve, eighteen or twenty two feet. 6aradatanaya, 
however, feels that Nandi may have as many sentences as it requires 
for the expression of benediction. He also mentions the view of some 
who accept Nandi of even four feet 52 . Singabhupala observes that 
it may be of eight, ten, twelve feet 53 . Thus from a number of authorities 
it is evident that the eight footed Nandi is much in vogue, though there 
are cases of Nandi verses containing more feet. 

Soon after Nandi, in the Amukha portion the stage-manager 
indicates the theme of the play while describing one of the six seasons. 
Here the composition BKarati is employed. Substantiating his state- 
ment, Vidyanatha quotes a verse from Da^arupaka r !Rfm£ah 
prasadamadfiuraiafr'.e\c. 54 As to the description of seasons we may 
note that it is only optional but not compulsory. The season should be 
indicative of the time of the story. In the dramas where love is chosen 
as the main sentiment, generally seasons like Spring are described. In 
the dramas having Heroic as the main sentiment, seasons like ^arat 
(Autumn) are chosen as they are favourable for leading armies. Of 
course, there is another school of thought which advocates that the 
season belonging to the time of the first Act has to be described, 
irrespective of the main sentiment of the drama. 

In view of the systematic representation of the drama, the entire 
dramatic action is divided into five stages known as Arambha 
(Commencement), Yatna (Endeavour), Praptya^cT (Prospect of suc- 
cess), Niyatapti (Certainty of success and Phalagama (Consummation 
or attainment of fruit). These five are technically called Pancavasthas. 
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i. ARAMBHA (COMMENCEMENT) : 

Vidyanatha says that Arambha is an earnest desire of the hero to 
achieve a noble fruit, in a great measure 55 . Kumarasvamin explains 
that this fruit is of the form of the traid of values Dharma, Artha and 
Kama. So this isthe first stage of dramatic action because it is from the 
desire of the hero that all action proceeds. 

iu YATNA (ENDEAVOUR) : 

Yatna isthe intensified activity of the hero in order to achieve some 
end 56 . Kumarasvamin speaks of another reading "Phalapraptau" for 
"Phalapraptau" According to the latter Prayatna can be defined as the 
intensified activity of the hero on account of the fruit being hot attained. 
Da^arupaka, however, takes the reading "Phalapraptau" which 
Vidyanatha accepts. This marks the second stage of action. It also 
includes the strategy played and anxiety shown by the hero, that 
propels the hero in achieving his goal. 

iii. PRAPTYA^A (PROSPECT OF SUCCESS) : 

Praptya£a is a state of dilemma of the hero regarding the 
achievement of the fruit on account of both means and suspicion and 
antimeans (Apaya) 57 . This is the third stage of action. 

iv. NIYATAPTI (CERTAINTY OF SUCCESS) : 

Niyatapti is the point where the hero is confident of achieving the 
fruit on account of the absence of anti-means (Apaya) 58 . This forms the 
penultimate stage of action. 

v. PHALAGAMA (CONSUMMATION) : 

This is the stage where the dramatic action reaches its apex for 
fulfilment. This is the final stage where the complete attainment of the 
fruit is said to have been achieved. This is otherwise known as 
donouement 59 . 


49 



Having thus explained the five stages of the hero or Pancavasthas, 
Vidyanatha discusses the five elements of the dramatic plot known as 
Arthaprakrtis. The five Arthaprakrtis are the Bija (Seed), the Bindu 
(Drop), the Pataka (Episode) the Prakari (Incident) and the Karya 
(Denouement). 

Vidyanatha defines Bija as a cause of the fruit briefly mentioned 
and which develops in many ways later 60 . This again, according to 
Somapithin, is of three types depending upon the type of Nayaka 
chosen in the play. It is a well-known fact that Nayakas can be 
classified under three heads. 

1 . Svayattasiddhi, i.e., one who can achieve the fruit by himself. 

2. Sacivayattasiddhi, i.e. one who depends upon his minister for 
the attainment of the fruit. 

3. Ubhayadhinasiddhi is one who partly .depends upon the 
minister, himself playing an active role. 

Based on these distinctions of Kumarasvamin says that Bija can 
be viewed as of three types 61 . 

Bindu literally means a drop. Accoridng to VidyanSthp Bindu is 
the cause which connects together the inclidents of a plot when there 
is a break due to intermediary factors 62 . 

Vidyanatha explains an episode as one that runs along with the 
mainplotfar extending. Thus it is an ancillary to the main plot 63 . Here 
Kumarasvamin brings in a doubt and answers it himself. The point here 
is, authors like SaradStanaya speak of a seperate fruit, not connected 
with the main one in the episode of Pataka. SomapTthin does not 
endorse this view He observes that even the fruit of the ancillary is not 
independent but it helps the achievement of the final fruit. In this 
connection he takes the support of the Vedic injunction- 

Dadfma indriya^amasya jukuyat'. 
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Here the ancillaries Dadhi etc., are connected with the main fruit. 
This is something like the servant who is well satisfied with the award 
of is master works incessantly for the achievement of master's task. 
Hence,itha$to be accepted that the fruit of the ancillaries too indirectly 
helps the achievement of the main fruit 64 . According to Sagaranandin 
Pataka which means a banner serves the purpose of high lighting the 
main plot just like the banner in a war field, though it rests in a particular 
place, embellishes the whole army 65 . 

Prakari too is an episode which does not extend far, but capable 
of embellishing the main episode as Pataka does. It literally means a 
bunch of flowers. 

Karya is the fifth element of the dramatic plot, which manages the 
attainment of the final fruit, it depicts the cause or the MOTIF of the 
play. 

The combination of the five stages of action with the five elements 
of the dramatic plot respectively results in the formation of the five 
junctures. 

THE FIVE JUNCTURES: 

Sandhi or juncture, as defined by Vidyanatha, is the relation of the 
episodes that have a specific purpose with the intermediary fruits. 

'Sandhiranamai%ena prayqjananvitani 9(a{JtBtamavantara pray qj ana 
$am6andfiah §tt 

Such being the case, it marks the component divisions of the 
dramatic action. Dilating upon the definition of Vidyanatha 
Kumarasvamin observes that the fruit in a play may be one of the 
human ends, viz., Dharma Artha and Kama. Sometimes Dharma is the 
main fruit and Artha and Kama subserve it. Again in another play 
Artha or Kama a may be prominent having the other two subservient. 

It may also happen that the main fruit may have only one of the triad 
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as the ancillary. It may also be the case that the main fruit may not have 
any ancillary. Thus the prayojana or main fruit comes to have twelve 
varieties. 

'tPrayojanamatra trivar/jarupam pfudanu ‘Tacca (Dfuirmartfui 
£cimefz/efcai£asya svaz^yatirifJaBfvymn CDv^fty^mupasajjan^fyam 
vyasena samasenaca samSandfte fcawafye ca ddvddafa vidfram' 67 

VidyahlSTtha advocates that the corresponding catenation of the 
different stages of action and emotional stages of the hero (Avasthas) 
with the elements of the plot (Artha prakftis) results in the formation of 
the five junctures: 

'JZrtfia praj&tayak panca tFancdvas tfuLsamanvitafi I 

yatfia sanfcfiyena jay ante mu^jjadyaft pcmcasandfiayafi II 68 

Thus, the combination of Arambha with Bija constitutes 
Mukhasandhi or Protasis. The coalition of Prayatna and Bindu result 
in Pratimukhasandhi or the Expansion of the dramatic action. Similarly 
the coaslscence of Praptya^a and Pataka makes Garbhasandhi or 
Catastasis. In the same way, the catenation of Niyatapti with Prakari 
forms Avamarsandhi or Epitasis; and the conjunction of phalagama 
and Karya becomes Nirvahagasandhi or the Denouement. 

I. MUKHASANDHI (PROTASIS) : 

Vidyanatha says that Mukhasandhi is one by which the seed 
sprouts and forms the cause of various purposes and several senti- 
ments. On account of the coalition of BTja and Arambha the ancillaries 
orAngas in Mukhasandhi are twelve in number 69 . By the word M Anga w 
we means an Avayava in the form of Katham&i which is useful for 
Sandhi. 

The twelve Angasare: Upak/epa, Parikara, Parinyasa, Vilobhana, 
Yukti, Prapti, Sam<5dhana, Vidhana, Paribhavana, Udbheda, Bheda 
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and Karana. Out of these twelve, Vidyariatha says that the following 
six, viz., Upaksepa, Parikara, Parinyasa, Yukti, Udbheda and 
SanrrtJdhana should be employed in a drama. The remaining six may 
be employed according to the context using the discretion of the writer. 

1 . Upaksepa (Suggestion) : The installation of the seed (Bijanyasa) 
is called Upaksepa or suggestion 70 . It introduces the hero's desire 
which forms the very nucleus of the dramatic action. 

2. Parikara (Enlargement) : The extension or expansion of the 
above seed is called Parikara. 

3. Parinyasa (Establishment) : Parinyasa is the germination of the 
seed. 

4. Vilobhana (Allurement): Vilobhana is the description of the 
qualities of the seed. 

5. Yukti (Resolve) : Yukti is a discussion of the fruit of particular 
incident conducive to the seed. 

6. Prapti (Attainment) : Prapti is the acquisition of happiness 
related to the seed. 

7. SamTtdhana (Settling) : Samadhana is the presence of the 
seed. 

8. Vidhana (Conflicting of feelings): Vidhana is the cause for 
happiness or sorrow related to the seed. 

9. Paribhavana (Surprise): Paribhavana is the mental upsurge of 
feelings related to the seed. 

1 0. Udbheda (Disclosure): Udbheda is to exhibit the seed which 
has been concealed. 

1 1 . Bheda (Division): Bheda is the encouro *ment conducive to 
the seed. 



1 2. Karana (Resumption): Karana is the beginning of o contex- 
tual action related to the seed. 

All the canonists are of the same opinion with regards to the 
twelve ancillaries of the Mukhasandhi though there is a slight variation 
in t.he nomenclature as well as in the order 7] . For example, the 
eleventh ancillary is considered as Karana and the twelfth as Bheda 
by Bharata, Dhananjaya, ^Qradatanaya, Sagaranandin and 
Vi^vanatha, where as the reverse order is maintained (i.e., Bheda and 
Karana) by Vidyanatha which is followed by his successors like 
Sihgabhupala and Abhinavakalidasa. 

II. PRATIMUKHA SANDHI (METABASIS) : 

The manifestation of the seed which is both visible and invisible 
is designated os Pratimukha Sandhi. It has thirteen ancillaries which 
are to be employed in accordance with its two constituents, Bindu and 
Prayatana 72 . The definition given in Natyadarpana, however, shows 
a deviation. It does not speak of Bija being Laksya and Alaksya. 
According to it the expression related to Bjja and which is partly seen, 
itself consitutes the juncture Pratimukha 73 . 

Vidyanatha lists out the thirteen sub-divisions of the Pratimukha 
Sandhi and defines their characteristics as follows: 

1 . Vilasa (Craving): is the desire for dalliance, 

2. Parisarpa (Pursuit): is an act following a thing which was first 
seen and then disappeared. 

3. Vidhuta (Disinterest) : is to discard the undesirable element. 

4. Sama (Pacification) : is the subsidence of tastelessness. 

5. Narma (Joke): is a statement made for fun. 

6. Narmadyuti (Amusement) : is the pleasure that arises on 
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account of the expression of affection and love. 

7. Pragamana (Responses): is to bring to light the seed of affection 
through consecutive statements. 

8. Nirodha (Impediment): is averting the advent of a pleasant 
thing under some pretext. 

9. ParyupcTsana (Apology): is consolation of one's kith and kin. 

10. Vajra (Bolt): is the statement that expresses harsh and 
unpalatable ideas. 

1 1 . Puspa (Gallantry): is an expression of love and affection. 

1 2. Upanyasa (Intimation or Propitiation) : is the composition of 
utterances that generate affection. 

1 3. Varnasamhara (Congregation): is a thorough description of 
the four castes. 

Outoftheabove thirteen, Parisarpa, Pragamana, Vajra, Upanyasa, 
and Puspa are considered as important by Vidyanatha. The ancillaries 
of Pratimukha sandhi are considered as thirteen in number by all the 
canonists. 

III. GARBHASANDHI (CATASTASIS) 

Coming to Garbhasandhi, Vidyanatha explains it as a frequent 
search for seed which was once seen and lost. Its ancillaries are so 
formed as to be conducive to Praptyfi/<T and Patffka. He, however, 
fails to mention whether Pataka in Garbhasandhi is an indispensable 
feature. Somapithin, however, observes that there are two views one 
advocating the presence of it and the other speaking of option. Even 
in the second case, though Pataka is not present, PraptyS/a, one of the 
five avasthas is essential. 
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'Atra pataf^tyah vaUfeipUfat&at tada6fuwapaJ(^cpi ^FraptyUsa 
nityaiva 74 . 

There are twelve ancillaries for this juncture and they should be 
employed in accordance with PraptyS^T and Pataka. 

1 . Abhutahararja (Mis-statement): is a deceitful act which helps a 
present purpose. 

2. Marga (Indication) : is a statement of fact. 

3. Rupa (Reflection) : is a statement that presents a dilemma. 

4. Udahrti (Exaggeration): is the speech that brings forth the 
greatness of what is contextual. 

5. Krama (Progress): is the attainment of the desired object. 

6. Sangraha (Propitiation): is a statement proposing £ama and 
Dama that are useful to the context. 

7 . Anumana (Inference): is the inference of particular thing 
depending on an indicator. 

8. Totaka (Quarrel): is the speech born out of confusion and 
anger. 

9. Adhibala (Outwitting): is the deception of one's kith and kin. 

10. Ud vega (Dismay): is. the fear from those who are harmful. 

1 1 . Sambhrama (Terror): is both doubt and fear. 

12. Aksepa (Revelation): is to follow some means in order to 
achieve one's desired object. 

Out of these, the five viz., Abhutaharana, Marga, Totaka, 
Adhibala and Aksepa are important factors. 
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Although almost all the canonists are of the same view with 
regards to the number of ancillaries of Garbhasandhi, we find that 
these are enumerated as thirteen in Natya^astra, N5jyadarpana and 
^ahityadarpana, the thirteenth being Vidrava. In Natyadarpana this 
Vidrava is placed in the eighth place where as Totaka is considered 
as the thirteenth. 

IV. VIMAR^ASANDHI (EPITASIS) : 


This has got thirteen ancillaries, which are to be employed in 
accordance with Niyatapti and Prakari. In Vimar^asandhi, the seed 
which has been made well-known in Garbhasandhi is expatiated 
upon in view of some cause. It is also known as Avamarsasandhi. The 
ancillaries of this junctures are : 

1 . Apavada (Censure) : is publicising one's mistakes. 

2. Samphefcj (Rebuke) : is the speech suggested by anger. 

3. Vidrava (Tumuit) : is murder and imprisonment etc. 

4. Drava (Contempt) : is the infringement of elders. 

5. ^akti (Placating) : is the Passification of rivalry. 

6. Dyuti (Excitement) : is agitation and threatening. 

7. Prasanga (Reference) : is eulogizing elders. 

8. Calana (Disrespect) : is comparison. 

9. Vyavasaya (Boasting) : is boasting one's capacities. 

1 0. Nirodha (Opposition) : is abusing one another out of anger 

11. Prarocana (Precursion) : is the narration of something 
auspicious, which is going to happen. 

1 2. Vicalana (Praise) : is exhibiting one's own virtues; and 
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1 3. Adana (Summary) ': is taking up what ought to be done. 

Out oftheabove thirteen, Apavada, ^akti, Vyavasaya, Prarocana 
and Adana are essential elements. Here also Bharata, Ramacandra 
and Gunacandra, and Abhinava Kalidasa speak of fourteen ancillaries 
varying with each other in the nomenclature. According to Bharata 
Prarocana is the fourteenth while it isBhavantara in view of Ramacandra 
and Gunacandra and it is Niyatapti in Abhinava Kalidasa's view. 

V. NIRVAHANASANDHI (CONSUMMATION OR 
APODOSIS) 

There are fourteen ancillaries which may be employed according 
to Phalapti and Karya. It is the juncture where the, Mukha etc., 
connected with the seed and scattered are made to converge to yield 
a single fruit. The following are the ancillaries with their explanations 

1 . Sandhi (Junction) : is the culmination of the seed to yield the 

fruit. 

2. Virodha (Vigilance) is the search for denouement. 

3. Grathana (Hint) is to present a particular act that deseves to be 
done. 

4. Nirnaya (Narration) is to eulogize something which is condu- 
cive to the seed. 

5. Paribhasa (Conversation) is mutual conversation. 

6. Prasada (Graciousness) is courtesy shown. 

7 . Ananda (Bliss) : is the attainment of the desired object. 

8. Samaya (Deliverence) is pacification of one's grief 

9. Krti (Consolation) is the consolidation of the object attained. 
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10. Abhasana (Satisfaction) is complimenting on the achieve- 
ment of the desired object. 

1 1 Upaguhana (Surprise) is the attainment of the wonderful 
object. 

1 2. Purvabhava (Anticipation) is to witness the desired object. 

1 3. Samhara (Termination) is the conclusion of the attainment of 

fruft. 

1 4. Pra^asti (Benediction) is an expression of auspecious to 
happen. In this juncture, however, there is no difference of opinion 
among the canonists with regard to the number of ancillaries. 

Thus the five junctures with their sixty four ancillaries have been 
explained by Vidyanatha in detail. As shown above the ancillaries are 
enumerated as sixty six in total in the Natya^Gstra and the Natyadarpana 
and Na'njarajayafobhUsana. But it is to be noted that they too speak 
of sixty four ancillaries though their enumeration is otherwise. 
Vidyanatha gives six specific purposes for these sixty four ancillaries 


i. To put forth the desired idea (Vivaksitarthapratipadana) 

ii. to conceal what ought to be concealed (Gopyarthagopana); 

iii. to bring to light what deserves to be publicised (Praka^yartha 
praka^ana); 

iv. the abundance of action and music (Abhinayaragasamrddhi); 

v. to create aesthetic pleasure (Camatkaritva); and 

vi. to dilate upon the plot (Itivrttavistara) 

Kumarasvamin defends this by quoting Srhgaraprakasa which 
runsas M Angdnam sadvidhamhyetaddrstam ^astre prayojanam" 75 The 
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employment of Sandhyangas are very essential for a drama. A drama 
devoid of these ancillaries cannot be a popular one. For, Visvanatha 
emphatically says : 

'Angakino naro yadvannaivaramBkai^ctmo 6kavet I 

Jfoigakinam tatfva^avyam tia prayoyaya yujyatt 7/ 76 

These ancillaries should be employed according to the state of 
the sentiment. But one should not be over enthusiastic to employ all 
the elements with a view that they have all been prescribed, for, 
Anandavardhana says : 

'Sandhi-Sandfiy any a-yfa tanam rasaB kizyaJ^tyapcfeaya I 

9{atu %evaCaya sasirastkiti-sampTufanecc/taya'II 77 

For this purpose it is said that the description of Erotic in the context 
of a war is to be avoided. Critics have found fault with the author of 
the Venisamhara, for, there is the description of Erotic sentiment 
between Duryodhana and Bhanumati in the harem 70 . There is no 
order for the employment of the Upaksepa etc., unless there is the 
relation of cause and effect. So, in essence these are to be employed 
at the descretion of the writer. 

THE TEN TYPES OF PLAYS 

1. NATAKA : 

9 

Vidyanatha starts with Nataka type. According to him it compris- 
es of five junctures Mukha, Pratimukha etc. Erotic or Heroic should be 
the main sentiment and other sentiments are introduced as ancillaries. 
The Hero should be a well known one and a Dhirodatta. 79 - 

This is the brief definition of Nataka given by Vidyanatha. This 
variety of Nataka, however, on account of its having all the ancillaries 
m their entirety, is called the Prakpi. All other types of Rupaka come 
under Vikrtis. Kumarasvamin, however, adds that the author should be 

60 



alert in deleting such improprieties which are detrimental to the 
prestige of the hero or to the sentiment or he should change them in 
such a manner that they glorify the dignify of the hero 80 . Kalidasa's 
characterisation of Dusyanta stands as an example for this. Bharata, 
&5radatanaya, Vi£vanatha and Singabhupala observe that a Nataka 
should depict the life of a distinguished prince of saintly character. 
(Prakhyata rajarsih) 81 . In this connection we have a divergent view 
presented by a school of thought, represented by Vi^vanatha and 
Singabhupala holding that the hero should be only Dhirodcitta, but not 
others 82 . This proposition, however, seems to be untenable because 
it has neither the support of stalwarts in the field like Bharata nor the 
practice of the playwrights. For example, we find Dhiralalita type of 
heroes in plays like Svapnavasavadatta, Ratnavali, Tapasavatsaraja, 
Pratijndyaugandharayana and the heroes belong toDhiroddhata type 
in plays such as Venisamhara which are considered as belonging to 
Nataka type by critics. Sagaranandin's contention is also equally 
untenable, for, acording to him the hero should belong to Dhiralalita 
type only e3 . On the contrary we have Dhirodatta type of heroes in 
plays like Uttararamacarita, Malavikagnimitra. 

2. PRAKARANA : 

« 

Speaking on Prakarana, Vidyanatha says that it should contain a 
concocted plot and the hero should be a Dhira/anta type, erotic being 
the main sentiment, and the rest of the ancillaries are like those of 
Nataka 84 . Somapithin obseve, that a hero in a Prakarana should 
either be a minister, a brahmin, or a tradesman. The hero who is a 
Dhirasanta ha ( s to be depicted as one very much interested in the triad 
Dharma, Artha and Kama. The Prakarana is of three types depending 
upon the type of heroine : 

i. the play which has a concubine as the heroine, 

ii. the play which has a family lady as the heroine, and 
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iii. the paly which has both of them as heroines 85 . 


Etymologically, the word Prakaraqa is explained as H Prakar§ena 
Kriyate vastu yasminniti prakaranam". The originality of the plot is 
considered to be the special feature of a Prakarana which alone 
distinguishes it from the Nataka group. As this lype has more 
Prave/akas and acts with the Vikrtirupakas it has got the name 
Prakarana. It has,however, certain peculiarities of its own 86 . There 
is no place for divine characters in a Prakarana even for the slight 
assistance. But low characters like slaves and rakes, dancing girls and 
their paramours, gamblers and gamesters can be employed with 
advantage 87 . 

3. BHANA : 

The word Bhana is derived from the root "Bhaga vaktayam vaci". 
Bharativftti has its prevalence in this type. The plot comprises the 
description of the behaviour of swindlers, gamblers etc. This consists 
of one act and two junctures Mukha and Nirvahana. The theme, here 
is concocted. A dexterous Paramour is the speaker here and his pe6ch 
is full of praises for valour and prosperity suggesting the erotic and 
heroic sentiments. As Bhana is a monologue the actor pretends as if 
he hears some body speaking while there is none. This is technically 
called Aka/abhasita 88 .Even the flok songs can have a place in this 
type^Mukundananda, Pancabanavijaya, Padmaprabhrtika (ascribed 
to Sudraka) are the examples for this type of plays. 

4. PRAHASANA : 

In prahasana the main sentiment is humour. As regards for other 
details like anc'illaries of junctures and Vrttis it falls in a line with Bhana. 
This is of three types, as Suddha, Vikrta and SaAkfriia. Buddha 
Prahasana deals with the attire and speech of Buddhistic monks, which 
has orthodox Brahmins, heretics, servants and strumpets. In Vaikfta 
Prahasana there is the imitation of speech and dress of paramours. 
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illicit lovers, old people, ennuchs, hermits and chamberlines in the 
harem which tickles the audience to laughter. The third type Sankirna 
Prahasana is full of descriptions of the behaviour of swindlers and has 
the same ancillaries as of Vithi and Udghataka 89 . In Prahasana the 
theme is concocted and the people like atheists are heroes. It is a one 
act play. As it tickles the audience to laughter it is called Prahasana. 
While Bharata, Ramacandra and Gunacandra and Sagaranandin 
speak of two varieties only asSuddha and Sankirna, ^aradatanaya, 
Dhananjaya, Vidyanatha and Vi/vanatha include Vaikrta also making 
three varieties. Bhagavadajjuka of Bodhayana is considered as the 
oldest and good Prahasana. Mattaviiasa, Latakamelaka, 
Lambodaraprahasanas are some which deserve mention belonging 
to later times. According to Dalarupaka this farce may contain all the 
six varieties of the comic sentiment 90 . Singabhup'dla gives the account 
of the ten elements of Prahasana 91 . The presence of Gentle Dance 
(Lasya) is considered to be the most important characteristic of a 
Prahasana. However, it follows the pattern of Bhana with regards to 
the other details. 

5. DIMA : 

# 

The word "Dima" is from the root "Dima Sanghate" which means 
that it has the episodes of many heroes. In Dima the plot is a popular 
one. There may be sixteen heroes like Deities, Demons, Gandharvas, 
Devils, Yaksas and other infernal beings (pretas), exciting (Dipta) of 
vehement type. The sentiment should be other than humour and erotic, 
preferably furious. By the word 'exciting* the question of Quietic does 
notarise. There may be four acts with four junctures except Ava maria 
juncture. Illusion, sorcery, war, the Lunar and the Solar eclipses and 
meteors finda place in this type. All Vj;tti$can be employed in it except 
Kai^iki. The rest should be like that of a Nataka 92 . The famous 
examples for this type are said to be Tripuradaha and Virabhadra 
Vijjmbhana. The scenes like the Vijkambhaka or the Pravelaka are 
absent in this type and the duration of the theme extends to a period 
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of four days spread over the four acts of the play 93 . 

6. VYAYOGA : 

In Vyayoga the plot is a popular one and the hero is vehement. 
The sentiment should be preferably the heroic as in Dima which results 
in the presence of six sentiments excluding the Quietic, the erotic and 
the humourous. Here is the absence of the junctures Garbha and 
Avamarla. All the Vrttis except Kai^iki may be employed. The story 
should be a military spectacle which had happend in a single day, for 
which the cause should not be a woman 94 . It should have only one 
act and as the assemblage of many men in this type it is named as 
Vyayoga 95 The famous examples of Jamadajnayajaya, Kiratarjuniya 
and N a rakasura vyayoga fall into this type. 

7. SAMAVAKARA : 

In Samavakara the plot may be popular or a concocted one. The 
heroes are twelve belonging to gods and demons having separate 
fruits. The heroic sentiment should be predominant. All junctures with 
the exception of Avamarfa should be present. 

It is a dramatic representation in which there is the fusion of 
different types of characters with different motives 96 . Etymologically 
the word Samavakara is explained as 'Sartgfuitair ava(Qn}au(ca 
artfvaifi fciyatc iti samava^ara^ which means to contain several 
scattered items of action finally connected with each other, or it may 
be , as Kumarasvamin says, 'Samantadava^iryartU ' sminnartfta iti 
samava%araA\ According to Bharata, Dhandnjaya and ^aradOtanaya 
who categorically state that the heroes of Samavakara should belong 
to gods and demons, there is no place for a mortal hero in this type 97 . 
However, Vi£vanatha'$ choice is between Gods and men in this 
regard 98 . Though VidyanStha observes that he follows Dhananjaya 
while dealing with the chapter on drama he appears to hav 
different view from him regarding the type of heroes that occur 
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type of play. While Dhanalnjaya is specific in his statement that only 
gods and demons appear as heroes Vidyanatha adds *adi M and lends 
scope for other types of heroes also to enter the field. It may be his 
view that mortals need not be excluded. The view of Vi^vanatha who 
specifically mentions mortals also lends support to such a supposition. 
With regards to the employment of twelve heroes, there are divergent 
views. While some canonists believe that all the twelve should take 
part in each act of the play, others make a division of their business and 
their entrances 99 . The whole play is divided into three acts. Thei 
junctures of Opening and Expansion may find place in the first act 
where Catastasis and Consummation takes their places in the second 
and the third acts respectively, the Catastrophe being totally absent. 

Vidyanatha divides the whole theme of the drama into three 
sections. The first section which normally takes three yamas should be 
shown in the first Act. The second section which takes one yama should 
be shown in the second Act. The third one whose duration should be 
half yama should be presented in the third Act. Thus, according to him 
the theme taken to be presented in a Samavakcfra should have its 
duration 4 1/2 yamas. Authors like Bharata, Dhand'njaya, 
^aradatanaya, Ramacandra and Gunacandra, Singabhupala give 
the time in terms of NSlikas. All authors agree that the whole spectacle 
should be with in 1 8 Nalikas with the act wise division of 1 2+4+2. 
Here is an interesting point to note. According to them a Nalika means 
twoghatis. "Nalika ghajika dvayam" (D.R. 111-62) Ghati isequivalent 
to 24 minutes and as such as Nalika should mean 48 minutes 
according to them. But Monier Williams and Apte consider no 
difference between Nalika and Ghati According to them Nalika 
means 24 minutes 10 °. However, Bharata testifies this time factor. 
According to Vidyanatha 4 1/2 Yamas come to 13 1/4 hours. 
According to the earlier writers with the exception of Bharata if Nalika 
were to be two ghatikas the story of the whole play should consist of 
18x48 minutes which should come to 864 minutes of duration or 1 4 / 

hours and 24 minutes or 7 hours and 1 2 minutes. This view of Monier 
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Williams agrees with that of Bharata. ixiradatanaya says that the 
Nalika is one fourth of the Muhurta 10 *. At that rate of NQlika means, 
1 2 minutes as Muhurta is considered to be of 48 minutes. So, we find' 
Bhardta, Dhananjaya and Vidyanatha have different views in this 
connection. According to all the canonists it should contain three types 
of delusions, three types of fleeing away and three types of erotics. The 
first variety of delusion arises out of wild animals. The second is 
providential caused by fire, rain, wind etc. The third, however, is 
caused by enemies and is of the form of war etc. The second i.e,, 
Vidrava also falls under three categories according to the type of 
'Kapata'. The third erotics, too, is of three types. The first one is based 
on pieteousness (Dharma), the second is the cause for attaining 
kingdom etc. The third one based on simple passion, is enjoyable as 
it arises from drinking liquors and contacts with other women. The 
example quoted for this type of a play is Samudramathana. 

8. vTthT : 

Vithi is a one act play with fictuous plot, Dhirodatta being the hero. 
The sentiment erotics is slightly indicated. It is presented in KdiSkTvrtti. 
The ancillaries Udghatyaka etc. are as in Bhana. It has the junctures 
of Mukha and Nirvahana. It has its own 1 3 ancillaries known as 
Vithyangas which could be adopted in the induction of a play. They 
could also be liberally adopted by the playwrights according to the 
need. As it is evident from the very title itself, Vithi signifies an avenue 
open for all kinds of performances which could be used with advan- 
tage, in all junctures. 

Malativithi is an exmaple of this type. The heroine should be 
either Samanya or Parakiya. 

9. ANKA (UTSRSTANKA) : 

According to Vidyanatha Anka should depict a well-known story. 
Bharata and Viivanatha, however, permit even a fictitious one ,02 . The 
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chief sentiment is pathetic and the hero is an illiterate and uncultured. 
Though it has profuse lamentations of the women and speeches of full 
of remorse and sorrow it should not have a tragic ending. BharatTvrtti 
prevails in this type of the play. It is called Utsrstanka for the reason 
that it abides the general principles applicable to other types of 
dramas 103 . ^armistayayati is an example for this type. 

10. ThAMRGA : 

♦ 

Vidyanatha explains that the, plot in lhamrga is a mixed one and 
the hero is a vehement one and the sentiment is ^rngarabhasa. It 
consists of four acts and three junctures excluding Garbha and 
Avamarsa. In lhamrga the hero should be a human being and the 
villian a divine one. The whole plot hinges round the attainment of a 
celestical nymph who is not to be easily attained. There is the combat 
on her account which does not result in death. Rukminiparinaya is a 
piece belonging to this type. However, Sagaranandin mentions of 
Kund.a^ekharavijaya as belonging to this type ^Kumarasvamin, in this 
connection gives the etymology of the terms as ^TgavadataSkyam 
nayikgm nayafco \ sminnihata itiftamrgalt' 105 . 

In this way VidySnatha closes the theoretical part of the Drama 
and composes a drama by name "Prataparudrakalyana" as an 
illustration. 



CHAPTER - IV 
RASA PRAKARANA 


The theory of Rasa, which has invited various interpretations by 
different scholars, has its basis in the Rasasutra by Bharata. Though 
writers like Kohala and Nandikesvara have been mentioned in the 
Natya/astra as the predecessors of Bharata, their theories in this 
connection are not available to us. Hence Bharata's Rasasutra is the 
earliest available information regarding Rasa. The two keywords in 
the definition of Bharata, viz., 'Samyogat' and 'Nispattih' have given 
scope for different theories, almost antagonistic to each other. 
Bhattalollata's 'Utpattivada', ^ri/ankuka's 'Anumitivada', 
Bhattanciyaka's 'Bhuktivada' and Abhindvagupta's 'Vyaktivada' are 
considered to be the main theories and Abhinavagupta's theory is 

N. 

considered to be the coping stone in the edifice of Rosa. Though 
almost all the writers of the post Abhinavagupta period belong to his 
school, Vidyanatha, however, appears to differ from the view of 
Abhinavagupta in certain aspects, and this point will be taken up in this 
chapter atthe relevant place. In the chapter on Sentiments, Vidyanatha 
defines Rasa as the Sthayibhava (Permanent emotive mood) itself 
nourished by the equipment of Vibhava etc. 

' ‘lABffovcinuBhava sattivifca vyaBhicari samagri 

samuCCasita stft&yi6fuvuo %asah' 1 

In support of his view, he quotes Dhanarvjaya, the author of 
Da^arUpaka. Kumarasvami Somapithin, while explaining the concept of 
Rasa, resorts.to the ideas given in the Bhavapraka^a of ^aradatanaya. In 
Bhavaprakasa Rasa has been defined as -"Praka&Fnanda cidrupa " 2 and 
the mood responsible for the creation of such a Rasa is the permanent 
emotive mood. He sums up his discussion saying that the permanent 
emotive mood which is in the connoisseur as a latent impression, is brought 
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to the state of enjoyment. Then it is designated as Rasa. 

“SSmT^i^anistkak ratyadi s£ayiBdd'vak rasyate dsvadyatt iti 
iRgsak ' 3 

In this connection KunrfiSrasvamin mentions the views of the 
prominent interpreters of Bharata's Rasasutra. First he mentions the 
view of Bhattalollata, which opines that. the permanent emotive mood 
which originally exists in the heroes like Rama, appears as existing in 
the actor who has been taken no way different from the hero. 
According to this view, Rasa originates in the actor, ^ankuka, 
however, observes that the connoisseurs infer Rasa in the actor with the 
help of the Vibhava etc., which serves as Linga. This theory of 
inference, however, has been criticised by Bhattanayaka v*ho brings 
in three functions - Abhidha, Bhavana and Bhogakrttva to explain the 
process of Rasa realisation. The first one presents Vibhava etc., the 
second one brings about universalisation and the third one enables the 
reader enjoy the sentiment. Thus his theory is known as 'Bhuktivada'. 
Abhinavagupta, the famous interpreter of Rasasutra finds fault even 
with Bhattanayaka and opines that the latent impression Rati etc., 
which lie embedded in the spectator are brought to the realm of his 
experience. Hence, according to him, the awakened latent impression 
itself is Rasa. Explaining the term 'Sthayi' in 'Sthayibhava', Vidyanatha 
observes that it is a kind of stability unaffected by heterogeneous and 
homogeneous feelings by virtue of which the spectator comes to enjoy 
it. He quotes here the Dafarupaka to support his view. In this 
connection Kurnarasvamin presents two views regarding the relationship 
of Sthayin and Rasa. According to the first, Sthayin itself transforms into 
sentiments as the threads form into cloth : 

*Tatra adyak patam prati tantuvat rasam prati ’a^aramatra 

vyavakitak s tftayiBkavak ' 4 
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Explaining the second view he observes : 

"Kuvindadivat bhavSntara vyavahitah vibhava dihtqsya sthayi 
dvara rasollasakatvam" 5 

According to this view the preceding state of Rasa which is akin 
to the Supreme Bliss is called Sthayibhava. The pleasure which we 
derive in a drama is the supreme bliss itself with the distinction, that 
while the former is conditioned, the latter is not so. This phenomenon 
has been illustrated by Kumarasvdmin as follows :The moon in the skies 
when reflected in the water appears to have fickleness. The same 
analogy holds good in the case of supreme bliss and the bliss derived 
while enjoying sentiments. 

Following Abhinavagupta and others, Vidyanatha mentions the 
number of sentiments as nine. In this connection, Somapithin quotes 
the views of Dhanika and Bhoja. According to Bhoja erotic is the only 
sentiment. Dhanika, however, feels Rasas are only eight excluding 
£anta. There is a third school which adds Vatsalya to the already 
existing nine and makes the number ten. Vidyanatha, however, 
follows the view of Abhinavagupta and Mammata in this respect. 

Explaining the nature of Rasasamagri, Vibhava etc., Vidyanatha 
mentions Vibhava as of two kinds -Alambana vibhava and Uddipana 
vibhava.The first, however, forms the most prominent cause of Rasa. 
His definition '$(asa So^nmvayi^ranamaCamBana ^BfuLvaJi 0 6 needs 
much explanation. If we follow the Naiyayika school and explain, the 
term SamavSyikara'na, then it goes to mean that Nayaka is the 
Samavayikarana for the Rati in him. The convention of the Naiyayikas 
is - 'Qurwguninofi samavayaf% . 7 

This interpretation, however, goes against the traditional view 
which can be summed up inthe following line .’ "‘Esocliti ya/ cc t c ittaz/rttcTyo 
insayaA sa tasya TdantBanam'. 8 According to this traditional view, for 


70 



the Rati residing in the Nayaka, the Alambana vibKava is Nayika, but 
not Nayaka himself. To avoid this controversy the term Samavayikararja 
is to be explained as Pradhanakarana. This means that out of all the 
causes that go to make the sentiment, Alambanavibhava is the most 
prominent one without which the rest of the causes are of no avail. 
Kumarasvamin has nothing to say in this context. He simply ignores 
the term and goes to the next item Anubhava. Tirumalacarya, the 
author of the Ratnaiana commentary adds a note on this point. He 
observes : 

"Rasasya ^rngaradeh Rasasamavaya sambandhavat 
karanam sa mavayi karanam /rrigarasthayibhavanam ratycT 
dinamicchadirupataya gunatvam tada/rayabhutau nayikanayakau 
guninau tayoh sambandhah samavaya itibhavah. Ata 
evalambanavibhavo nayikanayakalfcetyuktam". 9 

According to the view of the Naiyayikas, the relation between 
Guna and Gunin isSamavaya. Rati is of the form of desire, hence a 
Guna. It rests in both Nayaka and Nayika. Both are Alambana vibhavas. 
Hence Vidyanatha's statement that Alambanavibhava is the 
Samavayikarana of sentiments is appropriate. 

Vidyanatha defines Anubhava as - 

"KaryabKuto 1 nubhavasyat kataksadi^^arirajah" 10 

Kumarasvamin draws a subtle point here. He observes that 
Karya has to be defined as - 'Pragabhavapratiyogi' and it necessarily 
succeeds the cause. Here, Anubhava, being an effect, should succeed 
something. This succession is in view of the sentiment or in view of the 
permanent emotive mood. Anubhava cannot succeed Rasa as it is 
clearly mentioned as a cause for the sentiment. In the Karika 
‘^iBftavairanuBftavaisccL etc., the instrumental case clearly shows that 
it is a cause for the sentiment and whichever is the cause should 
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precede the effect. Hence the effectiveness of AnubhSva cannot be 
with reference to the sentiment as it should precede the sentiment. 

*9{anu Rjiryatvam rtama niyatotta ra^CaBftdxn tv am . 

‘Taccanu Bh&vasya kjm rasapeksaya? uta sthayyapcfeaya? 9s[adyaft. 
"VVtfuLvairanuBfuivai^ca iti karana tniyaya tasya pu rvaSfulvi tvapra theft. 
f^Oyatapurvavartitva Caksanakaratta vi/Zsatvat karanasya' n 

He further questions whether the instrumental case refers to the 
agent in accordance with the sutra - § 9(artrkarartayostrtiya\ If such a 
position is also accepted, then there is the defect Anyonya^raya, for, 
it means : when there is Anubhava there is the production of the 
sentiment, and when there is the sentiment there has to be the 
production of Anubhava. The second view that Anubhava succeeds 
the Sthayi is not acceptable, for, the Anubhavas side glances etc.,, 
form the cause for rousing the Sthayi lying embeded in the minds of the 
connoisseurs. Hence it has to be understood that the Anubhava here 
is an effect of the moods Rati etc., as observed in the world and the 
same acts as a cause in rousing the moods Rati etc., that are in dorment 
condition in the minds of the connoisseurs. In support he quotes the 
following verse : 

(Bfipiviksepa kfltaksadi vikaroBrdayastkitam I 

t Bftavam vyanakti y assay am anuBRava itiritaft II 12 

Bringing out the distinction between Anubhffvas and 
Sattvikabhavas, Vidyanatha makes the following observation : 

"Paragata sukhadibh^vanabhavitantah karanatvam sattvam tato 

bhavah sattvikah" 13 

• • 

Though Sattvikabhavas also can be included under Anubhavas 
they have got a distinctive feature. They are directly related to the 
internal organ, i.e., the mind influenced by the contemplation of 
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happiness, grief etc., related to others. This direct relationship is not 
there in the ensuents like side-glances. Hence, they have been 
separately mentioned. KunrfiSrasvamin elaborately explains this point 
in his commentary. He observes : 'AnuBfiavat&asarrumyt satyapyesam * 
ppftat^aya Cdfeanam sattvajatvat \ 14 

Here, he mentions another school which explains SGttvika bhavas 
in a different way. According to this school, Sattva is of the form of 
potency which is capable of bringing about direct experience of the 
sentiments. As these Bhavas are born out of such potency they are 
called SSttvikabhavas. A third school is also mentioned in this context. 
According to this school, all the ensuents (Anubhavas) as a matter of 
fact, are born from Sattva itself. Still as is the case with the words 
'Pankaja' etc., Stambha etc., are only called SSttvika bhOVas, as they 
are the cases of YogarUdha. There exists a fourth school also. 
Following the Vai/esika school of Kanada, they hold that in 
Alankara^stra, the word Saftvika has its sense established only in the 
eight ensuents Sthambha etc.The next topic dealt with, is that of the 
Vyabhicaribhavas (transient moods). SomapTthin in his gloss observes* 

,f lA/csa£a6(timu(Jiyt na caranto vyaBfticarvuUt 15 

This is the general definition applying in all the 33 transient 
moods, 'nirveda' etc. The relationship between the sentiments and 
these moods, is well brought out in the following statement of 
Somapithin : 

'^KflCCoCSSv sagarasytva ratyarftk Cauf^asya paripOfaJ&taya 

safiafimnassantalt riafyaddu vyaBkicarina ityucyantt 14 

Clearly demarcating the scopes of Vi bhavas, Anuhavas and 
Vyabhicaribhavas, Vidyanatha brings in the analogy well known in 
the world. It is one's experience that for an effect that the moods Rati 
etc., have their own set of causes, ancillary causes and effects. To be 
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clear, if is within one's experience that the moods anger etc., even in 
the world have relation with these three factors. What are the causes 
for a particular mood in the world are known by the term Vibhavas. 
The effects are disignated as Anubhavas the ancillary causes. 

'0(araij£nyatfuL Raryahi safm£arini yahi ca 
ratyadefi stftayino Cofce tdnicenndtya^avyayofi 
'l%fiava/canu5fuwa/ca fcathyante Vya6fiicdrinaf% 17 

The change of the nomenclature is due to the fact that the 
sentimental relisation (Rasapratiti) in Poetry is different from the 
experiences of day to day life. Here Somapithin raises an interesting 
issue. The functions attributed to Vibhavas, Anubhavas and 
Vyabhicaribhavas cTre not constant since sometimes an Uddipana 
Vibhava may be the effect of the sentiment and hence can be treated 
as an AnbubKava 18 . Similarly the ensuents like side glances, since 
they generate Rati, have to be designated as Vibhavas. Both these, 
since they nourish the sentiments have to be taken as trasnient moods. 
To add, almost all the transient moods like CintcT, as they can be the 
effects of Rati, have to be treated as ensuents. Hence no specific 
demarcation can be shown in respect of Vidhavas, Anubhavas and 
Vyabhicaribhavas based on their functions. That is why even the 
Bhavapraka^a of £arad£itanaya admits this fact : 

''Vibhavopyanubhavassyadanubhavo vibhavavat | 

Tau puna^carinau syatam te ca tau syuh parasparam" 19 | | 

Somapithin meets this objection as follows :The overlaping of the 
functions of the above mentioned three factors arises only when two 
or more persons are taken into consideration. In the case of a single 
individual there is no overlaping of this kind. It is only when these are 
studied with respect to another person, there is this kind of anamoly. 
In the world, we find the same person is son with respect to one and 
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father with respect to another. Similaristhe case here too. Hencethere 
is no admixture of functions for Vibhava, Anubhava etc. 20 Vidyanatha 
observes that the sentiments Angara, Vira, Raudra and Adbhuta are 
best delienated only in the case of a hero of a very noble type. If these 
are described in the case of low-born and ill-bred people, then the 
sentiments degenerate into their Abhasas. That is why when Angara 
as related to an ill-bred person is described assumes the semblance of 
the sentiment. This ^rngarabhasa, according to earlier writers is of 
three types : 

'(ERatraiz/anuraya/cct tiryan mtCccfui yatopi va i 

ybsito 6afiusaRpi/cct rasa6fiasastrid/ia mataft 21 

^aradatanaya also endorses this view : 

\ Bftagadvayam prazdsthasya praddSnasyaiRa6dayatad I 

tRasanam dr/yaU yattat tatsyada6fmsa CaRsanamiti' 22 II 

According to this school, if Poetry depicting ^rngara is full of 
comic incidents, Angara has its semblance only at that place. Thus, 
one sentiment occupying a prominent position in the description of the 
contextual sentiment effects it and the contextual sentiment degenerates 
into its Abhasa. So, whenever a particular sentiment is desired to be 
depicted as prominent the other sentiments should necessarily occupy 
a subordinate position accepting the supremacy of that particular 
sentiment. VidyanStha next turns his attention to transient moods and 
observes that they can be depicted in four ways. Here, he quotes the 
Da/arupaka : 

"Bhavasya ^antirudayah sandhih iabalata tatha" 23 

Having explained the Sthayibhavas (permanent emotive moods), 
Anubhavas (ensuenfs) and the Vyabhicaribhavas (transitory moods), 
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VidyanStha proceeds to define and illustrate them individually. 

1. RATI (LOVE) : 

The desire for the union between the lovers is called Rati u . The 
reciprocal sights of the youth, embraces etc., will come under the 
purview of the Sambhoga. The mental state about that act and their 
auxiliaries such as the touch are said to be Rati. In the illustrated verse 
"jfrngaraikarasah" 25 etc., it is said that a particular heroine delights in 
having Prataparudra, who is superior to the cupid himself, as her 
husband. Here NSyiko is the Alambanavibhava. Her words that he 
is superior to Cupid etc., suggest her joy in getting such a beloved. 
Here in this verse her love for Prataparudra is finally suggested. 

2. HASA (HUMOUR) : 

Hasa is a changed set up of the mind caused by the sight of 
disfigured objects etc. 26 In the illustrative verse 27 it is said that the kings 
who disguised themselves as women were caught by the Vitas. The 
Vitas removed their veils, caught hold of their artificial breasts and 
came to know their true form. Here the Vitas are Alambanavibhavas, 
their deeds are Uddipanas and the laugh is Anubhava. Tears due to 
the excessive laugh is Sattvikabhava and the disgust is Vyabhicarin. 
All these elements coupled with the permanent emotive mood Hasa 
suggest the sentiment Hasya. As different from oth^r sentiments Hasya 
is spoken of two kinds, viz., Atmastha and Parastha. When a comic 
scene is directly enjoyed by the spectator in a drama then the sentiment 
Hasya is said to be Atmastha. If the spectator derives his pleasure 
having seen a third person on the stage who appears to enfoy the 
sentiment, then the sentiment Hasya is Parastha. It would be better here 
to take this instance as illustrating the first type of Hasya. Giving details 
in his commentary Kumarasvam in speaks of Hasa as of six kinds. First 
the distinction is made on the basis of the status of the spectator. They 
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are of three kinds as Uttama, Madhyama and Adhama. In the case 
of Uttama, the two types mentioned are Smita and Hasita. In the case 
of Madhyama, Vihasita and Uddhasita occur. In the case of Adhama, 
Apahasita and Atihasita are mentioned. Thus Hasya is of six kinds. 

3. £oKA (GRIEF) : 

£oka is defined as abundant grief caused by the separation df 
one's beloved etc . 28 In the illustrative verse "Dhatamiskarunosi 
sik^ayasi" etc ., 29 a pathetic situation of the wives of the enemy-kings 
of Prataparudra has been described touchingly. Here, ’the women of 
enemy-kings are Alambana vibhavas, their state which is said to be the 
embodiment of suffering is Uddipana, their acts such as beating their 
chests and rolling on the ground are Anubhavas, their tears and the 
change in their tone etc., are Sattvikabhavas, the pain, the lust and 
pathos they experience at that time are Vyabhicarins. The total 
assemblage of these elements when united with the permanent 
emotive mood J>oka results in the sentiment Karuna. 

4* KRODHA (WRATH) s 

The enragement of the mind due to the insults caused by the 
enemies is designated as Krodha 30 . Here, in the illustrative verse, 'Re 
re sevana' etc ., 31 the act that enrages one is the crossing of the river 
Godavari and entering the domain of Prataparudra. The chiefs are 
Alambana, the sight of the enemies is Uddipana, roaring etc., are 
Anubhavas and the horripulation is SattvikabHava, the pride and the 
anger (amarsa) are Vyabhicarins. The combination of all these 
elements along with the Sthayibhava Krodha, produces the sentiment 
Raudra. 

Somapitin speaks of Krodha as of three types - Krodha, Kopa and 
Roja. The first variety, however, has been given the generic name ' 
Krodha which may some times lead to doubt or confusion. 
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5. UTSAHA (FORTITUDE) : 

A constant effort for achieving extrordinary results is called 
Utsaha 32 . In the verse which is given as example 33 , the army of 
Andhras are Alambanas, the sights of the enemies' army is Uddipana, 
their speech and their acts are Anubhavas, elements like pride are 
Vyabhicarins. This combination which arouses Utsaha leads to the 
sentiment Vira (Heroic). Bharata mentions this as having three types. 

"Danaviram yuddhaviram dhrmaviram tathaivaca | 

Rasam vTra mapi prSha brahma trividhasammatam". | | 34 

Dhanika, however, speaks of Dayavira instead of Dharmavira. 

6. BHAYA (TERROR) : 

The apprehension of some evil on account of seeing fearful 
objects is Bhaya 35 . In the illustrative verse "Duradakarnya 
Vi&aprasrmaramahaso" 36 etc., the enemy kings are Alambana 
vibhavas, hearing the sounds of battle drums is Uddipana, the 
frightening sights are Anubhavas, shivering, sweat etc., are the 
satlvikabhavas, suffering, panic are the Vyabhicarins. The permanent 
emotive. mood Bhaya with this equipment gets transformed into the 
sentiment Bhayanaka. This permanent emotive mood of terror is 
natural for women and timid people. For others, however, this is 
artificial. This view, however, is held by Hemacandra and 
jfaradatanaya. Singabhupala, however, accepts its being artificial in 
all cases. 

7. JUGUPSA (DISGUST) : 

The aversion caused by seeing the defects in objects is Jagupsa 37 
In the verse which is given as an illustration "Vi$yahma$ti$kapahke" 
etc. 38 the dead elephants etc., are the Alambanas, the bad smell t 
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caused by them isUddipana spitting, closing the eyes and nose as such 
are the Anubhavas. Fainting, delirium and disease are Vyabhicarins." 
Jugupsa caused by the combination of these elements results in the 
sentiment Bibhatsa.Bhavapraka/a mentions the mood Jugupsa" as 
having two kinds - Ksobha and Udvega. Dhanika adds a third variety 
born out of a spirit of renunciation. 

8* VISMAYA (SURPRISE) : 

The expansion of one's mind caused by the sight of most- 
wonderful things is Vismaya 38 . In the illustrative verse 40 , the acts such 
as sprinkling of eyes and eye-brows are Anubhavas, Horripulation 
etc., are the Sattvikabhavas and the delight etc., are the Vyabhicarins. 
Vismaya caused by the combination of these elements results in the 
sentiment Adbhuta. 

9. IaMA (TRANQUILITY) : 

A changeless state of mind on account of detachment etc., is 
called jfama 41 . In the verse of illustration , 42 the intelligentia, who have 
the conviction that the worldly pleasures are worthless, are the 
Alambana vibhavas, the abode of Kakatiya kingdom which can be 
compared to that of a holy hermitage is Uddipana, the natural acts that 
they make are Anubhavas, Horripulation and the like are Sattvika 
bhavas where as Nirveda and Harsa are Vyabhicarins. The cessation 
caused by these elements when it is contemplated becomes the 
sentiment ^anta. • 

Somapithin take? up the crucial discussion about the number of 
Rasas. ^According to Bharata's text Rasas are only eight in number, 
excluding ^anta spoken by later writers. Following Mammata, 
Vidyanatha mentions Marita as the ninth Rasa. In support of Vidyanatha, 
Somapithin goes into the intricacies of the problem and establishes 
^Qnta as the ninth Rasa. Here he raises several points of doubt against 

accepting Marita as one of the sentiments. 
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1 . Does ^fihta fail to be a sentiment as Bharata did not mention 
dama as its sthayibhava ? 

2. Is it on account of lack of equipment? 

3. Or on account of lack of appreciation from the connoisseure? 

4. Or on account of its inclusion in the already accepted 
sentiments ? 

5. Or it does not serve any of the four life-ends (Puru§arthas)? 

The first is not acceptable for, Bharata appears to accept Nirveda 
as the Sthayibhava for £anta. The very fact that Nirveda, an 
inauspicious mood, has been mentioned in the very beginning, 
indicates this view of Bharata. Even Mammata endorses this view 43 . 
Anandavardhana too subscribes to this view. He observes: 

*Trsriafeaya sufcfiasya yah pariposastaftafQano rasah pratiyata 


Even Abhinavagupta admits this. There is a state of blissful nature 
where there is cessation of all desires that very state is £>ama and in 
quotations like: 

'y'acca £amasu£ham Co^c yacca diznjam mahatsu i^fiam 
Trsna^aya sutfrisyaiu narhatassodaiim £aham' etc. 45 
it is clearly pronounced as a blissful state. 

The second doubt has no basis for, the equipment Vairagya etc., 
is well known. In this case detachment, enquiry after the truth etc., are 
Vibhavos.and the Yama, Niyama, etc., are AnubhaVas. Mafi, Smrti, 
Cinta etc., are Vyabhicarins. Thus there is enough equipment for Sama 
to develop as J>5nta. Coming to the third doubt, though people with 
sullied minds may not be able to appreciate it, for those who are 
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having the detached spirit, this is highly relishable. As a matter of fact, 
even Angara is not relished by a section of the people who are 
detached to sensual pleasures. If ^anta is denied a place among 
sentiments since a section of the people does. not like it, then £rngara 
also deserves to be deleted. Hence, this doubt is baseless. Coming 
to the fourth doubt, one has to observe that £aota cannot be included 
under any of the eight sentiments. The possible cases, Sompaithin 
raises are Angara and Vira. ^anta cannot be included under ^rngara 
as one is of the form of cessation of Raga or attachment while the other 
is of the form of attachment. Hence no inclusion. The doubt that Vira 
may contain Marita is also untenable for, one is of the form of 
enthusiasm while the other has no trace of it. The fifth issue also can 
be refuted. The fourth life-end i.e., liberation or Moksa can be attained 
only through ^anta. Thus none of the objections raised against ^anta 
as Rasa is valid. So to accept ^anta as ninth Rasa would be proper 
and logical. 


Next Vidyanatha illustrates Alambanavibhava, Uddipana 
Vibhava and Anubhava. Though the illustrations for all the/^lambana 
vibhavas of all sentiments are to be depicted, due to the fear of prolixity 
of the text, Vidyanatha observes, that he is dealing with the Erotic 
sentiment only. In the verse which is given as an example for the Erotic, 
the heroine who is most beautiful in the world and the hero Prataparudra 
who can be compared with the Cupid are Alambanavibhavas. The 
delight for which the hero and heroine are said to be the substratum 
and ^rngara which is generated by the description is to be relished by 
the connoisseur. In the verse "Uromatrotsedham..." etc., 46 Vidyanatha 
describes the youth of a lady which comes under Uddipanavibhava.* 
The verse given for Anubhava is "Smarasmeran mandcsrrvitc* etc. 47 . 
According to this it is clear that the side-glances of the heroine are 
directed towards the hero and they are expressive of the desire for 
union with the hero. 

Next, Vidyanatha defines and illustrates the Sattvikabhavas. 

81 



SATTVIKABHAVAS 

1. STAMBHA (STUPOR) s 

The actionless state of the limbs either due to excessive love or 
fear is stambha 48 . In the illustrative verse it is said that the ladies were 
like statues at the sight of Prata parudra. This is on account of the pining 
due to the arrows of cupid. 

2. PRALAYA (SWOON) : 

The uncounscious state due to the excessive pleasure or pain is 
called Pralaya 48 . Kumarasvamin adds that this state may occur by 
intoxication or by a blow. In this connection, he quotes the definition 
of some other author which runs: 

t 'l/a££aya man as am prayaft praCayo nastacestata * 50 
He also says that the example given by Vidycinatha suggests this 
state due to pleasure. 

3* ROMANCA (HORRIPULATION) : 

The horripulation caused by immense pleasure is called Romanca 5 ’. 
Kumarasvamin adds enthusiasm fear and astonishments also as the 
factors for this state 52 . 

4. VEPATHU (TREMBLE) : 

The physical shivering caused either by love or by wrath or by fear 
is called Vepathu. Vidyanatha substantiates the illustration of these 
two Sattvikabhavas in a single verse, the first half for Vepathu and the 
latter half for Romanca 53 . 

5. SVEDA (PERSPIRATION) : 

The sweat on the body caused by alliance, heat or fatigue is 
called Sveda. Kumarasvamin extends the list of the causes by adding 
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exhaustion due to summer, delight, exercise, bashfulness fear and 
wrath. A desire to take up a fan for having the breeze is said to be 
the Anubhova for this state. It is said in the illustrative verse that a 
particular heroine gets sweat on hearing the love message from her 
lover. The poet fancies that it is as it were she was anointed 54 . 

6. VAIVARNYA (PALLOR) : 

A change in the colour of the com plexion due to grief, intoxication 
and anger is called Vaivarnya . In the verse given as an example, it 
is stated that the NayikcT has grown pale contemplating the bright 
qualities of Prataparudra 55 . 

7. A^RU (TEARS) : 

The tears caused by grief or anger by ecstasy are considered to 
be A^ru. Kumarasvamin says that fear and yawning are also may be 
the causes for this state. In the illustrative verse the tears of the wife of 
an enemy-king due to the death of her husband are described 5 *. 
While the tears due to suffering culminate into the sentiment Pathos, the 
tears caused by ecstasy culminate into the sentiment Erotic. 

8. VAISVARYA (CHANGE OF VOICE) : 

The faltering in the tone caused by high intoxication etc., is 
designated as Vaisvarya 57 

Kumarasvamin, however, adds that this state may arise due to joy, 
grief, fear, fever, etc., 58 . It is described that a Nayika could not speak 
to her beloved in her natural tone, and as such it is to be inferred that 
this change in her voice may be caused by delight. 

Thus having dealt with the eight Sattvikabha vasin brief, Vidyanatha 
proceeds to define and illustrate the VyabhicaribKavas. 
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VYABHICARIBHAVAS 

1. NIRVEDA (DESPAIR) : 

Nirveda is the mood of futility borne out of grief, jealousy and the 
knowledge of the truth. Here the ensuents are meloncholy mood, 
tears, sighs and dejection. Kumarasvamin adds a note that by the 
virtue of the particle *ca", we can take ensuents like Pallor etc. 59 

In the illustrative verse it is described that the heroine gets 
disinterested for the things like camphor. Grief is the root cause for this 
disinterestedness. This is expressed through tears and sighs. 

2. GLANI (EXHAUTION) : 

The weakness which causes the change of colour and 
disinterestedness is Glani. A woman's speech in herself in praise of 
her capacities is given as an example. The perspiration, sighs etc., 
which are Anubhavas are the expressive tools for her mood <5 °. 

3. £ANKA (APPREHENSION) : 

Apprehension is explained as a thought that something evil may 
happen. In the illustrative verse it is said that a lady who wants to keep 
the affair of her love a secret, is afraid that her intentions are made 
public by the horripulation all over her body. The frightened sights 
which are Anubhavas are the expressive media of this state 61 . 

4. ASUYA (JEALOUSY) : 

Jealousy towards other's prosperity is said to be Asuya. A beloved 
of the king Prataparudra thinks that the beloved Earth (Bhunayika) is 
no way superior to herself. If king is attached to her, it is because of 
her good fortune. Here, the jealousy has been expressed and as such 
it is a case of Asuya. Breaking the lips, nodding the head are the 
possible Anubhavas by which this is expressed 62 . 
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5. MADA (INEBRIET f) : 

The intoxication which is created by taking liquors is considered 
as Mada. The reddishness of the eyes, delirious speech, unnatural 
laugh are the Anubhavas by which this is expressed. In the illustration 
given, the behaviour of a lady who is intoxicant is described. The 
ensuents described here are irrelevant talk and big laughter 63 . 

6. £RAMA (EXHAUTION) : 

The fatigue caused by the physical labour such as walking is 
called £rama. The woman who is anxiously awaiting the arrival of 
Prataparudrg walks hither and thither and on account of this, she 
sweats and her consmetics are washed off. Avega and Sveda are the 
Vyanjakas of it 64 . 

7. ALASYA (SLOTH) : 

Sluggishness in one's duties is Alasya. The heroine is causing 
delay in getting herself ready for the union of her lover. Acts such as 
yawning are its ensuents 65 . 

8* DAINYA (DEPRESSION) : 

The humility on account of dejection is designated as Dainya. A 
lady who becomes weak by the gravity of the pangs of separation and 
is afraid of the moon rise, prays the cupid to ask the moon not to rise 
early and hence it is an illustration of Dainya. Speaking in a pitious 
way, folding hands are the Anubhavas, by which it could be expressed 66 

9. CINTA (MELANCHOLY) : 

Cinta is meloncholy on account of not obtaining one's desired 
object. A state of being unable to think and the anxiety are the 
Anubhavas by which it seeks its expression. A woman having not seen 
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the elders standing thereby, fails to answer though questioned. She 
simply goes after her mind attached to her lover. Pitious talk, 
uncleanliness of the body etc., are the ensuents 67 

10. MOHA (SWOON) : 

Grief and fright by which one gets fainted is Moha. Here, the 
state of unconsciousness mistaking, delirium and loss of sight are the 
Anubhavas. It is said in the illustrative verse that a heroine fainted 
because of the excessive pangs of separation and hence this amounts 
to Moha 68 . 

11. SMRTI (RECOLLECTION) : 

Recollection of the past events is said to be smjti. Moving of the 
winkles and nodding of the head are the possible Anubhavas. In the 
verse given for illustration it is said that a woman recollects the 
happiness due to the single touch of Prataparudra and as such it is a 
case of Smrti 69 . 

12. DHRTI (CONTENTS) : 

Dhrti is considered to be the state of desirelessness due to the 
fulfilment of the desires and real knowledge of the things. Attcutivity 
is the Anubhava for it. The woman, in the illustrative verse, thinks that 
the world is futile on account of her having been united with 
Prataparudra 70 . 

13. VRTDA (BASHFULNESS) s 

The contraction of the mind on account of love or praise is said 
to be Vrida. A lady gets bashfulness by the sight of the king 
Prataparudra. So this is the bashfulness caused by love. Bending of 
the head, disappearance, paleness etc., are the Anubhavas 71 - 
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14. CAPALATA (INCONSISTENCY) : 

Ca potato is said to be the inconsistency due to love, hatred or 
jealousy etc. Threatening, cruelty and unrestricted behaviour etc., are 
its ensuents. It is said in the illustrative verse, that a woman laughs with 
bashfulness due to love for the king and some other times she adjusts 
her necklace of pearls without any reason and at some other times she 
adjusts the lotus which is the ornament for the ears and as such she is 
unsettled 72 . 

15. HARSA (JOY) : 

Joy on account of the arrival of the beloved, the brith of a son etc., 
is called Harsa. Perspiration, the tears of joy and shivering are the 
possible ensuents. The woman gets excessive joy as she was 
garlanded by Pratapurudra and the garland won by Prafaparudra 
himself had double fragrance due to musk. The lady addresses her 
bredsts congratulating them on this event 73 . 

16. AVEGA (AGITATION) : 

The agitation of the mind caused by the advent of either 
favourable or unfavourable circumstances is Avega. Joy, grief, haste, 
stupefaction are the ensuents. In the illustrated verse, the women of the 
city are described to be agitated by seeing the king who passes 
through the streets of the city. So in their agitation they left their make- 
ups incomplete and wore their ornaments in irrelevant places and they 
are in a hurry while climbing the steps in order to have a vision of the 
king 74 . 

17. JADATA (STUPOR) : 

The state of non-cognisance born out of desirable or undesirable 
events is said to be Jadafa. In this state the person is unable to decide 
what to do. Passiveness is the Anubhava. In the illustrated verse it is 
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said that a woman, on account of her excessive joy,due to the suprise 
visit of the king forgets to receive him. In such a state she does neither 
moves about nor desists from moving 75 * 

18. GARVA (CONCEIT) : 

Self boasting resulting from belittling others and born out of 
physical strength, earning etc., is known as conceit or Garva. Discarding 
others and walking in a special gait are the Anubhavas. The armies 
of Andhradesa praise themselves for their valour and rebuke the army 
of the enemies in the illustrative verse. This is suggested by their over- 
bold talk 76 . 

19. VISADA (DESPONDENCY) : 

Despondency is the mood where there is frustration on account 
of lack of means to achieve the desired object. This, the commentator 
adds, is of two kinds - according,to the type of person involved, whether 
he is Uttama, Madhyama or Adhama. The ensuents here, are 
searching for the means, mood of dejection and drying up of the 
mouth. In the illustrative verse, it is said that the Nayika has no hope 
of sending her thoughts for her lover as they are already with him.To 
add to the trouble, the cupid is not leaving her. Hence, she is in a mood 
of despondency 77 . 

20. AUTSUKYA (EAGERNESS) : 

Not being able to spend time is eagerness, or Autsukya. It 
produces ensuents like hesitation and unhappiness. The lady in the 
illustrative verse is said to bear with the delay in the arrival of the king 
with much difficulty. Kumarasvamin adds, this mood is born from the 
desire to see beautiful things when there is separation from one's 
beloved 78 . 
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21. NIDRA (SLUMBER): 

Contraction of the mind is slumber The ensuents here are, 
according to Kumarsavamin, yawning stretching one's limbs, closure 
of the eyes etc. In the illustrative verse there is a description of a lady 
who stretches her arms in space in order to embrace her lover who 
appeared in her dream 79 . 

22. APASMARA (CATALEPSY) : 

The state of outburst on account of grief and delusion is known as 
Apasmara, and this generates pain for the body. In the verse given 
as an example, it is said that the enemy kings are frightened by seeing 
PratSparudra in their dreams. Running, rolling on the ground, crying 
for help are the possible outlets for the expression of this state 00 . 

Kumarasvamin adds impurity, unadjustability of the Dhatus, and 
possession by devils also lend scope to this state. Its ensuents are 
falling on the ground, roaming about, patting the shoulders, speaking 
irrelevantly, emitting of water from the mouth etc. 81 

23. SUPTI (DEEP SLEEP) : 

Deep sleep is called Supti. The sound of milky ocean disturbed 
on account of moon light is incapable of breaking the sleep of Lord 
Visnu. This is on account of his being peaceful due to the reign of 
Pratffparudra. The ensuents are long sighs, closure of the eyes etc. 82 . 

24. VIBODHA (WAKEFULNESS) : 

Awakening from the sleep is Vibodha. Yawning, pressing of the 
eyes and raising of the arms are its ensuents 03 . 

25. AMARSA (WRATH) : 

Anger is defined as the burning of one's mind due to culprits that 
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commit blunder. Sweating, nodding of the head, frightening etc., are 
the ensuents. The armies exhibit anger for the onward march of the 
enemies. This may be expressed by insulting speech and huge cries 
etc . 84 

26. AVAHITTHA (DISIMULATION) : 

Concealment of the symptoms pf happiness is called Avahittha. 
Misleading and the show of one's own confidence which is artificial 
are the Anubhavas. It is said that a lady having the exploits of 
Prataparudra from women in the assembledge, scratches the earth 
with face bend down 85 . 

27. UGRATA (ACRIMONY) : 

Ugrata is defined as flared-up state when an insult was meted out. 
The ensuents are threatening etc. A woman who is suffering with the 
pangs of separation is further tormented by the moon.On account of 
her angry side-looks the moon has turned back 86 . 

28. MATI (DETERMINATION) : 

A clear decision of something after much deliberation of the facts 
is determination. Inculcation for a disciple, clearance of a doubt, 
dexterity in action and self-satisfaction are the ensuents. In the 
illustrative verse it has been declared that the king Prataparudra is 
moon himself. This is valid in view of the fact that the organs of the 
heroine behave as moon stones on account of his touch 87 . 

29. VYADHI (ILLNESS) : 

Illness is defined as fever etc., caused by mental agony. 
Kumarasvamin observesthat raise of temperature etc., are the ensuents. 
In the illustrative verse, the heat related to the fever of the cupid, born 
in the bodies of the ladies of the enemy kings is completely melting the 
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ice lying m the Himalayan regions 8a . 

30. UNMADA (MENTAL DERANGEMENT) ? 

To behave in the same way with regards to the sentients and 
insentients is Unmada. Here the laugh, the delirious speech running 
without any reason and grieving for nothing are the ensuents. In the 
illustrated verse the enemies who were very much afraid of the war 
expedition of Prataparudra underwent delusion and were enquiring 
the trees about the path they were to take 

31. MARANA (DEATH) : 

Marana is defined as an effort made in order to die. Becoming 
unable to live with the pangs of separation of her beloved certain lady 
is indifferent to her life and hence exposes her body to the moonlight 
and the southern breeze. Here, the ensuents are long sighs etc. 90 

32. TRASA (FRIGHT) : 

The fear that arouses in the mind due to the thunderbolt or the 
lightening or by the earthquake is said to be TrSsa. In this, shivering of 
the body and contraction of the limbs, horripulation and fainting state 
are the noticeable Anubhavas. In the illustrative verse, the lady is said 
to be frightened by the sound of the thunderbolt. The shivering in her 
body is to be taken as the Anubhava 91 . 

33. VITARKA (DUBIOUSNESS) : 

The endlessness in decisive thoughts is Vitarka. Here, the ensuents 
are movement of the eye-brows, nodding of the head etc. In the 
illustrated verse, the heroine, without taking of the consequences falls 
in love with the king. Now many questions arise as to. how he can be 
approached, how long the mental agitation has to continue etc 92 . 

The Sattvikabhavas and the Vyabhicarins are common to most of 
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the sentiments and so the illustration of each Bhava as occuring in a 
particular sentiment is avoided. In ^frigara all the Sattvika and the 
Vyabhicaribhavas have a place. In Hasya, however, Glani, ^rma, 
Capalata,Har§a and Avahitta occur. In Karuna, except Mada, Dhrti, 
Vrida, Harsa, Garva, Autsukya and Ugrata, all other have relevance. 
In the same way. one finds the absence of Glani, ^anka, Alasya, 
Dainya, Cinta, Vrida, Kvega, Jadata, Vi$ada, Supti, Nidra, Apasmara, 
Avahitta, Vyafdhi, Unmada,Sdma and Trasa in Raudra. In Vira also all 
the Bhavas that can be present in Raudra occur in addition to Nirveda. 
In Bhayanaka there is the absence of Asuya, Mada, Dhrti, Vrida, 
Harsa, Garva, Nidra, Supti, Amarsa, Avahitta and Ugrata. In 
Bibhatsa and Adbhuta, Cinta and Trasa are possible to occur. 

Now a presentation of the different kinds of behaviour connected 
with the Erotic sentiment follows. They are eighteen in all viz., Bhftva, 
Hava,Hela7 Madhurya, Dhairya, Lila, Vilasa, Vicchitti, Vibhrama, 
Kilikiincita, Mottayita, Kuttamita, Bibboka, Lalita, Kutuhala, Cakita, 
Vihjta and Hasa. Of these the first five are the mental acts, the rest 
being physical. All of them are considered as Anu bhavas. The 
aesthetesof yore treat them as Uddipanavibhavas because they result 
in the gestures of the ladies which inspire their counterpart. 

1. BHXVa (FEELING) : 

Bhava is defined as the eligibility to realise sentiments. Kumarasvamin 
adds that the mental modification related to erotics born from the state of 
adolescence. In other words it is a Vikara connected with love which 
sprouts in the mind by the time of entering the youth. In the illustrated verse 
it is said that the young girls who sang freely the qualities of Prat3parudra 
in their childhood feel bashful to do the same in their youth 93 . 

2. HAVA (EMOTION) : 

Hava is defined as Bhava having a modification slightly detected. 
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This comes to be illustrated when in the above verse we add 
"Isatpulakita" 94 . 

3. HELA (PASSION) : 

Hela is defined as a Bhava whose effects are clearly visible. In 
the illustrated verse the horripulation all over the body is a clear 
indictor of love of the lady for Prataparudra. 95 

4. MADHURYA (SWEETNESS) : 

Madhurya is the natural beauty even without ornaments. In the 
illustrated verse it is said that the lady of transcendental beauty wears 
ornaments in order to embellish them 96 . 

5* DHAIRYA (RESTRAINT) : 

Dhairya is defined as not transgressing the principles of character. 
In the illustrated verse it is said that a particular lady who was attracted 
by the qualities of Prataparudra, exercised her restraint keeping in 
view the principles of character and lineage. 97 

6. ULA (SPORTIVENESS) : 

Lila is imitating the words, gait and deeds of one's lover. In the 
illustrated verse it is said that the Nayika Lak^mi imitating the king 
Prataparudra became most devoted one among his wives . 90 

7. VILASA (MOMENTARY CHANGE) : 

Vilasa is defined as a temporary change when one's lover is seen. 
In the illustrative verse it is said that a lady gets horripulation by just 
seeing Prataparudra ". 

8. VICCHITTI (DECENCY) : 

i 

Vicchitti is defined as to be most beautiful even with scanty 
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ornaments 100 

9. VIBHRAMA (FLUSTER) ; 

Vibhrama is the confusion characterised by the wearing of 
ornaments in improper places. In the illustrated verse it is said that the 
lady wore her anklets on her hands and the bracelets on her feet 101 . 

10. KILIKINCITA (DELIGHT) : 

Kilikincita is a state where anger, grief, fear and bashfulness are 
assembled. In the illustrative verse it is said that the heroine got fear, 
bashfulness and trembling voice when she was caught by the king 
Prataparudra 102 . 

11. MOTTAYITA (MANIFESTATION) : 

Mottayita is a state where one indicates her desire to listen to the 
interesting stories. In the illustrative verse it is said that a lady who 
listens to the sweet life-incidents of Prataparudra more expresses her 
feelings by the concealment of her body than by the horrippulation ,03 . 

12. KUTTAMITA (PRETENTION) : 

Kuttomita is a state of happinss during coition despite friction. 
Sompaithin adds that lip-biting and grasping of locks of hair known to 
give pain, are said to cause internal happiness. This state of happiness 
itself is Kutjamita. In the illustrative verse it is said thatthe organs of lady 
are indicative of the immense activity during coition. She becomes 
bashful that her friends came to detect the same 104 . 

13. BIBBOKA (AFFECTED INDIFFERENCE) : 

Bibboka is a slight disregard concerning the affair of the lover. 

Somapithin adds that this is just an indication and the defiftition can 

also mean disregard of the heroine for the hero on account of 

arrogance and other factors. In the illustrative verse, the heroine is said 
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to have disregard for the appeals made by the king in view of the fact 
that he is attached to many heroines 105 . 

14. LALITA (GRACEFULNESS) : 

Lalita is the delicate gait of the limbs. In the illustrated verse the 
servTce is rendered by the ladies to the king has been well described 106 . 

15. KUTUHALA (INQUISITIVENESS) : 

Kutuhala is the fickleness to witness a beautiful thing. The ladies 
of the city are hasty in getting up the stairs in order to see the king who 
is on a visit to the city 107 

16. CAKITA (FLURRY) : 

Cakita is the disturbance due to fear. It is said in the illustrated 
verse that the king made a sudden visit and this caused flurr for the 
heroine 108 . 

17. VIHRTA (RESERVE): 

Vihrta is a state where one cannot speak due to bashfulness 
inspite of the necessity. In the illustrated verse it is said that the lady 
kept quite when her friend asked her to touch the lil y garland of 
Prataparudra with her breasts 109 . 

18. HASITA (SMILE) : 

Hasita is a sudden laugh born of youth. Kumarasvamin adds that 
this laugh should not be on account of queer dress and speech. In the 
illustrated verse it is said that the lady laughs for no reason as she is 
caught by the resplendence of her youth no . 

There are twelve states which are popularly known as 
Manmathavasthas. These states are described in the context of love- 
in-separation. These are the causes for the four main stages of 
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sprouting (Ankuritattva), bearing tender leaves (Pallavitaftva) bringing 
forth flowers (Kusumifattva) and finally bearing fruit (Phalitattva). Just 
as the seed sprouts, grows into a plant and so on, so the Rati also with 
its causal equipment of Vibhava etc., gradually develops into a 
sentiment. The Manmathavasthas are: Caksuhpriti, Manassahga, 
Sankalpa, Pralapa, Jagara, Kr/ata^ Arati, Lajjatyaga, Samjvara, 
Unmada, Murccha and Marana. Some opine that these are ten in 
number ,n . In this chapter Vidyanatha defines these states and 
illustrates them as follows: 

1 . Caksuhpriti is defined as seeing an object with intense 
desire. In the illustrative verse the heroine describes the beauty of 
PratSparudra. He is cupid with form and full moon without the stain 1 12 . 

2. Manassanga is resting of the mind in the beloved. In the 
illustrative verse the heroine observes that her mind always thinks of 
Prataparudra n3 . 

3. Sankalpa is the desire for the beloved. In the illustrative verse 
it is described that the woman is anxiously awaiting the visit of 
Prataparudra ll4 . 

4. Pralapa is the prattling of the qualities of the beloved. In the 
illustrative verse the heroine describes that the king Prataparudra is 
unparalleled the qualities, dexterity, sweetness of behaviour and 
gentleness 115 . 

5. Jagara is the state of sleeplessness. In the illustrative verse 
the heroine observes that the day is spent but the night which is 
unbearable on account of moonlight has approached. The cupid is 
ready with his weapons, neither sleep nor the king approaches n6 . 

6. Kr/ata is the emaciation of the body. In the illustrated verse 
it is said that the ring of the lady has become her bracelet due to the 
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pangs of separation from Prataparudra n7 . 

7. Arati is the desirelessness regarding objects or persons 
exempting the hero. In the illustrative verse it is said that the heroine 
abuses the creation of the moon, depreciates the efficacy of the 
southern breeze and is avert to festivities. This is due to extreme love 
for the king m . 

8. Vridatyaga is an attitude bereft of bashfulness. In the 
illustrative verse, the prattling of the heroine without any sense of 
decency causes shamefulness for those who are around her 

9. Jvora is defined as the excess of heat in one's body. In the 
illustrative verse it is said that the heroine's fever is not remedied by all 
the cooling effects. She only desires the nector like presence of the 
king. 120 

1 0. Unmada and 1 1 . Marana are the same as mentioned in 
the list of Vyabhicaribhavas 121 . 

1 2. Murcha is defined as a state of no actvity on account of the 
functionlessness of the outer sense organs. In the illlustrative verse it 
is said that the heroine in order to see the king with in her introverts her 
sense organs. 

The erotic sentiment is of two types i.e., love in separation 
(Vipralambha frngara) and love in Union (Sambhoga /rngara) ,22 . As 
the Sambhogaicngara has innumerable types like the mutual seeing 
of the lovers, conversing, embracing and kissing etc., and hence it is 
considered under one head "Sambhoga/rrigara*. In the verse which 
is given as an example 123 . for this type, Prataparudra is Alambaria 
for the body, their solitariness being Uddipanavibhava. The suggested 
joy (by the words of elimination of anger) is the Anubhava. Stambha 
etc., which are sugested are Sattvikabhavas. With these equipments 
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Rati becomes fully developed and gets the state of Rasa and then it is 
treated as Angara rasa. 

The love in separation or Vipralambha ^ngaraias of four types a; 
based on the factors of desire, envy, separation and journey to a far 
off p'lace.(Abhildsa, Trsya, Viraha and Pravasa). 

1 . Abhilasa is the mutual desire entertained by the hero and the 
heroine before they are united. In the illustrated verse the heroine feels 
that conversation with the hero, love dealings with him, and sharing a 
common bed are beyond her desires. It is enough if the sight of 
Prataparudra full of love and affection falls on her 124 , 

Kumarasvamin here mentions the view of the author of Rasarnava 
Sudhakara regarding the nature of Rati and Prema. 

'iRatertva avastfuivi/esafi prcnuuCayafi' 

In the verse "Ankura pallvakalita" etc., this idea has been 
given 125 . 

2. Irsya is a mental modification caused on account of the hero 
being attached to another lady. In the illustrative verse it is said that 
heroines like Lak§mi, SarasvatT and MahT do not like the affectiion of 
Prataparudra shown towards the heroine under context. Hence, Tr^ya, 
a state of jealousy is suggested here. In support of the definition given 
by Vidyanatha, Kumarasvamin quotes from the text Da^arupaka 

Stnnamirsyafq^tafi fcopo mono nyasanyin ipriyc' 125 

3. Viraha is the separation between the hero and the heroine for 
some reason or the other. In the illustrated verse it is said that the 
ornaments with their places changed bring beauty only for a moment. 
Hence, the act of beautification is futile. The only way is to bring the 
king 127 . 
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4. Pravaso is the state where the hero and the heroine live in 
different places. In the illustrated verse the ladies of the enemy kings 
deplore that their husbands are not available to them even in the days 
of festivities. On account of the painful separation their organs have 
become lean and weak. The days too are as long as a yuga 128 . 

It is already mentioned thatRasabhasa is of three types. Vidyanatha 
illustrates the type of Rasabhasa which is the love of animals and birds 
and leaves the rest two types to the imagination of the readers. In the 
illustrated verse it is said that the king smiles at the mutual love of the 
parrot couple. Kumarasvamin adds that according to some, this too 
can be taken as a relevant instance of the sentiment Angara. He 
quotes VidyQdhara in this connection who says : 

* ]A6fuivcuCi samBhavo hi rasam prati prayqjakp na 

vibhavadi jnanam. ‘Tata/ca tira/camapyastyeva r as ah'. 129 

Where the love between animals and birds is described it is 
called Tiryaggata Rasabhasa. Vidyanatha, does not, however, 
describe the Abhasa for other Rasas and Bhavabhasas. 

The raising of certain mood is "BhTivodaya". In the illustrated 
verse it is described that a friend of a particular heroine finds out that 
the heroine has an amorous feeling for the king Prataparudra. 
Knowing this the heroine becomes bashful 13 °. 

The cessation of a mood is "Bhava/ama' . In the example it is said 
that the friend of the heroine reconciles the heroine who is angry with 
the hero. After reconciliation it is said that the face of the heroine was 
like a fully blossomed lotus. This description suggests the cessation of 
the mood anger 131 . 

The third is 'Bhavasanthi* which is the junctu. v of two moods. In 
the illustrated verse the mood Harsa related to the sentiment *Vira* has 
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been brought into conjunction with the same mood related to thei 
sentiment £rngara ,32 . 

The fourth is designated as 'Bhava^abalatcT' because of the 
assemblage of several moods. In the illustrated verse it is mentioned 
that the heroine has undergone several moods, non-endurance of time 
etc. Somapithin while explaining the mood presented in the verse 
observes: 

'Sktra Cajja vitarfcena Baddy ate . ‘Dainyam injadena sanfcja 
autsufyencL (Dfirtid matya ityevam anyonyaBaddyaBdddadaBfuivcna 
dvanddasau BdavantiBdavasabatatam tato gatva matercva 
praddShyamadadddrta paramasvadastd3namityartdad a 133 . 

RASA SANKARA 

As the author, Vidyanatha has already spoken on the assemblage 
of moods (Bfiavasammelana) he next takes up Rasa Sankara, o 
mixture of sentiments. For the assemblage of sentiments of erotic and 
pathos Vidyanatha gives the folloiwng illustration. 

Slsanmpi modotsave fcptdamitas tyadjbz/d prazrasam vrajcrddig - 

ddidsadasartwvayoTzrigdaULnam dgvd inddifydanfeati I 

yittdam svaprumwaritapriyatamd pros tfumadudddis tato 

Budddva murccdati d&d&tiyanrpate tztadvairindryajiad. . ,34 // 

^Hepe, the beloved is Alamba'na, the nights of solitude are the 
Uddipanas. Embraces etc., are the Anubhavas. Horripulations etc., 
caused by them are Sattvikas. Harsa, Avega etc., are the Vyabhicarins. 
With these the enjoyment of the lady converges into the idea of Rasa 
and as such the sentiment here is erotics. In the same way the 
deceased husband being the Alambana, forests etc., are Uddipanas, 
falling on the ground etc., are Anubhavas, tears, Sthambha, Moha 
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etc., are Sattvikas and Glani and Cinta as Vyabhicarins, the Soka of 
the enemy ladies has been contemplated (carvatja) and thus the 
sentiment pathos is also present here. According to the context, the 
appreciation is for pathos and as such it is to be considered as the 
principal sentiment, ^rhgara being its embellishing factor, it is 
auxiliary. Thus as there is the assemblage of principal and auxiliary 
sentiments, it is designated as Rasasankara. 

Vidyanatha illustrates in a verse the assemblage of Raudra and 
Bibhatsa also in which the kings of Kalinga were made Alambanas for 
the anger of king Prataparudra. The sight of the battle field being the 
Uppipana, the roars of the armies being Anubhavas while anger etc., 
are Vyabhicarins: Thus there is a suggestion of the sentiment Raudra. 

In the same manner, the dead elephants on the battle ground being 
Alambanas swallowing the blood and tearing the viens being 
Uppipanas, horripulation etc., being Anubhavas, Avega etc., being 
Vyabhicarins there is the suggestion of the sentiment Bibhatsa. The first 
impression is that of Bibhatsa and the latter one is Raudra. Thus, here 
in the assemblage of the sentiments Raudra and Bibhatsa and as such 
it is a case of Rasasankara 135 . 

Kumarasvamin in his commentary raises the doubt whether the 
ancillary sentiment has developed or not. If developed it cannot be 
considered ancilliary. If not developed it ceases to be a sentiment. So 
the concept of a sentiment being auxi-liary is untenable. Answering, 
this, he adds that though a sentiment is developed, there is nothing 
wrong in its being considered as auxi-liary. In support of this view, he 
quotes Abhinavagupta who says : 

'Jlh ga6fvutanyapi rasantarani svaznBfiavadisamagryam svavastfwyam 
yadyapi Cafidfiapariposani camatf&ragocaratam pratipadytanc, tathapi 
sa camatkarastavatytva paritusyan na visramyati, fcintu 
camatf^aran taramanndPdva ti ' 135 . 
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Mammata also appears to be of the same view when he says- 
'§unaAf&atmasamsfi&raJi jrradfEnamantisajyate / 
pradfiahasyop a^arefii tatfia Bfiuyasi vartate' 137 

RASA^RAYA 

The sentiment is of two types by name Laukika and Alaukika. 
Laukikarasa is that in which the youth of this world get the mental states 
of Rati etc., and they being strengthened by their own causal 
equipment and attains the state of sentiment. These are considered as 
sentiments experienced in the world. The pleasure derived by such 
sentiments is meagre and transient. 

The feeling of love in ordinary life is present in Rama etc. This is 
presented by a talented actor on the stage. The audience on account 
of repeated contemplation realise the same mood. Thus it comes to 
be accepted that the sentiment present in one can result in giving bliss 
to another by virtue of the above mentioned contemplation. This 
phenomenon holds good in the case of parents enjoying the play of 
their children. Alaukikarasa is that in which a connoisseur gets 
pleasure by reading poetry or witnessing a drama. 

Vidyanatha presents a novel view in this connection. According 
to him the characters Malati etc., enable the audience to have the 
cognition of womanhood in general. Similarly the concept of 
enemyhood arised from the characters Ravana etc. On account of the 
general comprehension, the audience happens to recollect his own 
individual beloved and hence there is nothing wrong in accepting the 
audience as the substratum of the sentiments. Actor being engaged 
in action, can never be the recipient of sentiments and though there is 
a feeling that he too enjoys the sentiments, it is only as a spectator. 
There is no difficulty in the presentation of ensuents, for, this is possible 


102 



by virtue of this practice. Explaining the nature of a spectator 
Kumarasvamin quotes from Bbavaprakasa: 

; yhstustau tiistimapnoti foke, /ofcpmupaitica I 

CKfodke OQ-uddfio 6 fury e 6kirussafre$tkafi prefea£a/t smrtafi'' 3 * II 

Supporting the view of Vidyanatha that the spectator happens to 
recollect his own beloved, Kumarasvamin observes that the general 
concept includes a special one too, as the general concept that 
whereever there is smoke there is fire includes all special cases like the 
smoke in the kitchen. Even in the depiction of characters Rama etc., 

1 a poet is not capable of visualising Rama as he is as in the case of the 
first poet Valmiki. The poet keeps in view a noble character and 
depicts the character of Rama adding details conceived by his talent. 
Even the author of *^atsahasri'' observes: 

yeSkya/ca samanyayunayqyena rasak nispadyante ' 139 

It may be asked why general concepts themselves be not shown 
as the causal equipment for the realisation of the sentiment. This is 
because a spectator can enjoy only through a particular character. 

‘'lA/eS'Opaddnenaiva iro tpramasvadasamBkazfat ‘ 140 

This is true even in the case of children playing with chariots made 
of mud. Somapithin raises a doubt here. Even accepting that 
individuals are recollected it is not possible to explain the relisation of 
sentiments. Answering this point, Somapithin observes that the 
spectator comes to possess a cultured attitude inferring the emotions 
related to the people in the world. Then, having'heard poetry, he feels 
that the characters Rama etc., are related to him in a general way. The 
very same character on account of the contemplation of the spectator 
appears as belonging to the present. This view is acceptable to 
Bhartfhari, the author of Vakyapadiya. 
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'SaBdopafuta rupamstan buddftrvisayatam gatan I 

‘FratyaJ^samiva fcamsadin sadfuinatvtna many ate 141 // 

It is known from this that the characters Kamsa etc., have the same 
effect when described or presented on the stage. It cannot be said that 
the characters Rama, Sita etc., presenting the erotic sentiment on the 
stage involve impropriety. This is because the attributes of their being 
the daughter of Janaka and the son of Dasaratha etc., get obscured 
and they are presented just as man and woman. The very same 
characters which are likened to those in the world are designated by 
the terms Vibhava etc., in a Kavya. When they are made the object 
of the spectator's contemplation they, as it were, get reflected in the 
internal organ. The moods Rati etc., though they are worldly in a sense, 
when contemplated become Sthayibhavas. Thus, Vibhava etc., give 
a peculiar cognition is neither valid nor erroneous. It is neither of the. 
form of a doubt nor it is the semblance of similarity. Hence, it is called 
transcendental and is recognised as residing in a spectator. The doubt 
that it can have another substratum is baseless. If at all another 
substratum is to be accepted, it can either be the imitator or the 
imitated. The first is not possible as the imitator is completely engrossed 
in his action. The second too, cannot stand, for the heroes Rama etc., 
are no more. If it is argued that the imitator too sometimes feels himself 
identified with the heroes Rama etc., then he cannot present the 
ensuents. Vidyanatha, here observes that it is possible due to the 
practice of the art of acting. Even in the. cases where antagonistic 
sentiments are presented there is no difficulty on account of the 
dexterity of the poet in depicting them. Sompaithin quotes here the 
author of Dhvanyaloka who observes: 

Avirod/U virodfi va rastngini rasantart I 

Tariposam na ntUwyastada syadawodRita' II 142 
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Next Vidyanatha takes u p the sets of senti ments that are antagonistic 
to each other. The sentiments Srngara and Bibhatsa, Vira and 
Bhayanaka,Raudra and Hasya and Hasya and Karuna are accepted 
sets. Similarly he speaks of one sentiment giving rise to another. 
Srngaratilaka while dealing with this topic observes that Hasya, 
Karuna, Adbhuta,.Bhayanaka are born respectively from Srngara, 
Raudra, Vira and Bibhatsa. 

Vidyanatha enumerates the transient moods that occur under 
each sentiment. He follows Srngaratilaka and quotes the passage 
relevant here. 

Though a single sentiment is chosen as predominent in a Kavya 
there can be a combination of different sentiments. Where one or 
more ancillary sentiments are described, keeping some other idea as 
prominent, there the result is Rasavadalankara. Similarly when a 
mood is treated subservient to some other idea, Preyolankara results. 
Where the semblance of sentiments or moods is depicted, Urjasvin is 
the figure. Here Vidyanatha refers to the view of Ruyyaka, the author 
of Alankarasarvasva. He observes that Bhavodaya etc., are to be 
reckoned as different figures. 

'‘Bhavodaya Shavasandhi BhavasaBalatasca prthajaCanl&rah' 143 

Vidyanatha declares that the illustrations of these figures will be 
dealt with in the chapter of figures. But in the printed texts available 
they are not illustrated. 

Summing up the essential characteristics of the sentiments, 
Vidyanatha present three verses while concluding the chapter on 
Rasa. The first verse is as follows: 

'Q u naCanf&rasri OQtapan^gro 6havat/i5(uivafi 

SpfturatpradurBfuivaft Otjamaga&tavcdyantaramatifi I 
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144 


Suffiamva duftljuLm va niBidayatu yuttoftsahrdayc 

*. Tvamandatumdatma parinamati pumo rasoBfiaraft II 

The permanent moods (Sthayibhavas) are well equipped by the 
charm of poetic merits and figures. As a consequence, they leave their 
dormentary state and develop into sentiments. This sentiment when 
enjoyed by a connoisseur result in an unawareness of every other 
object. In the world, this may generate happiness or misery. But in an 
artistic creation like drama they result in giving complete bliss to the 
connoisseur without the touch of unhappiness. The permanent emotive 
moods like Rati, equipped with the factors like excellences, figures of 
speech etc., to be revealed in the minds of connoisseurs. When there 
is such revolation the awareness of the connoisseur regarding the 
objects around him glides away. Such a mood may increase 
happiness or sorrow in the worldly experience. Here, in Poetry, 
however, whatever be the nature of moods, the connoisseur comes to 
experience a state of perfect bliss which is likened to Brahmananda. 
Explaining this verse, Somapithin traces five stages in the realisation 
of sentiments. First, the connoisseur, on account of the four types of 
Abhinaya exhibited by the actor gets the impression that the actor is 
Rama himself. Next, there follows identity of experience in the heart 
of the connoisseur who gets fully absorbed in the music and other 
attractive features in a drama. On account of this, he is unaware of 
any other thing except the sentiment and its causal equipment. Then 
the transcendental experience called Rasa similar to the experience of 
a yogin in his meditation follows. This view of Somapithin finds support 
from the following oft quoted verse of Mahimabhatta. 

tFatfvyadatfia dfirvaganat tatassampuritc rase I 

tadasvadabfuir ai^ayro Brsyatyantarmuj&a/i fcanam II 
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tato nirvisayasyasya svarupavastftito nijak I 

xfyeyyate fdada nisyando yena tusyanti yoginak' 145 II 

Distinguishing between the types of experience, one Brahmananda 
and the other Kavyananda, Somapithin observes that in the former the 
yogin is aware of nothing while in the latter the causal equipment of 
the sentiment alone is apprehended. If that is so, how it is said that the 
experience of Poetry is a united whole? Here, Somapithin brings in the 
analogy of a drink whose constituent parts are grapes etc. It is to be 
understood here, that despite the fact one enjoys the drink, one is 
aware of the presence of the consitutents also. 

Commenting on the third line of the verse "Sukham va duhkham 
va nibidayatu yuno sahrdayah", Somapithin raises a doubt and 
answers it himself. The doubt here is, in the world the equipment of 
Srngara is known to give pleasure. That of the Pathos, however, 
causes grief. In drama, however, both help the connoisseur to have 
only bliss. The cause for this, has been discussed at length, in Sanskrit 
Poetics. The decision made by Jagannatha is as follows: 

'Sfyam ki Cokpttarasya fcavy avyaparasya makima 

yat prayojya arattumiya api sofcadayak padartkak 
akCadamxdaufqfy^ janayanit 1 46 

Keeping such an idea in view, Vidyanatha observes: ... 
sahrdayatvamandanandatma parinamati.Jf it is accepted that even 
the sentiment Pathos in a drama generates transcendental bliss, then 
how to explain the tears and other symptoms of grief when one listens 
to a passage depicting pathos? Somapithin answers this on the 
analogy of the pleasure derived by women during coition where 
biting of the lip etc., takes place, still generating pleasure only. Basing 
on this fact, Alankarikas have accepted "Kuttamita" as one of the 
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Smgaracestos. Its definition as given by Vidyanatha confirms this 
view: 

„ 147 

‘Sommardtpi su^kadftikyam ratau fcuttamitam matam 

If it is argued that in the situations of pathos one experiences only 
grief, then great works like Ramayana where Pathos is the main 
sentiment come to be rejected and connoisserus also do not take to the 
study of such texts. Therefore, the conclusion would have to be that 
even in Pathos, one derives pleasure alone as in the case of other 
sentiments. If all the sentiments happen to give the same type of bliss, 
then the division of sentiments under nine heads becomes prolix. This 
is answered as follows: Even the transcendental bliss or Brahmananda 
is spoken of many types depending upon the delimiting factor 
(Upadhi) like the moon's reflections on different surfaces. Similarly, 
here too, depending upon the variety of equipment there is nothing 
wrong in classifying sentiment as of nine types. 148 

Vidyanatha in the second concluding verse on Rasaprakarana 149 , 
declares that sentiment is the most important element in Poetry and 
factors like Vibhava etc., take a proper culmination in it. They, along 
with the Sthayibhava undergo a gradual development to produce the 
final effect, namely Rasa. This is similar to the threads theat help the 
creation of cloth. 

Explaining the word "Vakyartha", Somapithin observes that 
"Vakyartha" in a Kavya is always the sentiment, neither an idea nor 
a figure. The statement of Vidyanatha- 

'iR&so vafyarthas son vifasati' needs this much of explanation. 
Here one cannot take Vakyartha 1 in the simple sense 'Vakyasya 
arthah', meaning, the meaning of a sentence. Earlier writers also have 
used the term "Vakyartha" in the same sense as Vidyanatha uses it. 
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'9(averzhva^asaya yatra pradfumyam parih^dpyate 

Bfuivet sa tva vakyarthah iti nimiyaU Budhaih' 150 

All the schools are of one view that the sentiments are always 
suggested and not expressed. The purport in Poetry can be of the form 
of Sthayibhava or Sattvikabhava or Sancaribhava. 

Kumarasvamin quotes : 

'Sthayiva sattinhpvapi sancari va f&acit Rvacit 

Bhavt vahyartfui tamcti tatUuC Bfuwa vises at ah' 151 

Even Anandavardhana in his Dhvanyaloka and Abhinavagupta 
in his Locana make this point clear. The equipment Vibhava etc., is 
neither a Karakahetu nor a Jnapakahetu. Hence, the relationship 
between the Vibhava etc., and the sentiments is something the like of 
which is not to be found in the mundane world. 

'Si ta evaCaufqfcitvamasytti Bhavah 0 153 

This idea as explained by Somapithin is suggested by the term 
"Kila" which occurs in the second of the concluding verses of 
Rasaprakarana. The sequence between Vibhavadi and Rasa is not 
discernable, as the act piercing a needle through a set of hundred lotus 
petals. The equipment coming together developing each other come 
to be designated by the term Rasa. This is similar to the threads coming 
together to produce cloth. 

The third one, which is also the last verse of Rasa Prakarana brings 
out the relation between the permanent moods and the transient 
moods 153 . When ocean is in its full ebbwaves are born and subside. 
Similarly, when sentiment is in its full swing, the transient moods come 
and go like the waves. The experience of primary sentiment is akin to 
the yogic experience and is spoken of as residing in the hero. In a 
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drama, however, it is present in the connoisseur. 

Commenting on this verse, Kumarasvamin clarifies certain points 
which appear ambiguous. Vidyanatha in his verse uses the word 
'Rasa' with the attribute 'nijasvadatirekah'. The following is the 
comment of Somapithin. 

'CbQjaft svagocara ityarthah S^asmadaBfunruisyapt svatupasya svtttmva 
insayi^granasamBhavat yadahuh -'ftfmanamaim(myavatokayan.tdM 

Thus, according to him, one becoming the object of self-enjoying 
is not incongrous. He supports the view that the substratum of the 
sentiment is connoisseur himself and brings in the views of 
Abhinavagupta and Saradatanaya that stand to support him. Here, 
he presents another view that the characteristic of the sentiment to have 
the connisseur as the substratum is only a superimposed one not to be 
taken in a real sense. 

'Xpcidetat samaji£gsrayatvam aropitam natu mu^hyamityahuf ? 5 

Naraharisuri, a well known writer of his times appears to have this 
view. According to him it is irrelevant to speak of Brahmananda. This 
much is the difference while Brahmananda is attainable only through 
yoga, the bliss that arises from Poetry is on account of the assemblage 
of Vibhava etc. It is unlike the happiness felt in the world as the 
causality Vibhava etc., is of a non-mundane type. To support this kind 
of view, Somapithin quotes from a text Svatmayogapradipa * 

tya sthayiBfiava ratirtva nimittaBhedat 

smgara mu^hyanavanatyarasiBhavanti 

SamajiRan sahrdayannatanayaJtadi 

nanandaytisafuyapumaraso \ smi so* ham' 156 
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Thus the Rasa theory presented by Vidyanatha and explained by 
Kumarasvami Somapithin gives a clear picture of the view of the 
earlier writers on the subject like Lollata, Sankuka etc. This theory that 
Alambanavibhava is the Samavayikarana of the sentiments though 
goes against the views of the earlier writers can reasonably be 
explained and defended on the lines shown by Tirumalacarya, the 
author of the commantary Ratnasana. 
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CHAPTER -V 

DOSA PRAKARANA 

» • 

VidyanStha, having dealt with the sentiments, speaks of blemishes 
that may possibly occur in Poetry. Earlier writers like Dan<jin do not 
accept even a slight blemish in Poetry. 

"Tadalpamapi nopekjyam kavye dujtam katlha^Tcana ,, r 

Hence, Vidyanatha gives priority to blemishes and deals with 
them before he takes Up excellences and figures of speech which bring 
beauty to Poetry. He further justifies this step saying that knowledge 
of blemishes is helpful for the clear understanding of the Gunas. A 
blemish is one which mars the Poetic beauty. It amounts to saying that 
whatever delays or hinders the realisation of sentiment is a blemish. 
This may be found either in word or sense; Vidyanatha presents 
seventeen types of blemishes pertaining to word (Padadosas). It is to 
be observed here, that he owes much to Bhoja, the author of 
Sarasvatikantjidbharana, when he deals with blemishes and 
excellences. The first category of blemishes based on word is sub- 
divided into those pertaining to words and those pertaining to 
sentences. 


• - - . ‘Dosatiam sa6dagatatvena artfwgatatvcna ca doaixridfiyatiu 
/aSdagatBnamapi padaziafya gatatvcna dvawidftyam' 2 


PADADOSAS 

1* APRAYUKTA : 


The usage of the words that are not used by earlier poets, though 
they are present in lexicons, constitutes this blemish. The definition of 
Vidyanatha is almost a reproduction of the definition of Bhoja 3 . In the 
illustrative verse Vimu£fia dawatafi sarvt'elc ., 4 the words Du^avana 
and Daivata stand as examples. Here the word Duicavana is used in 
the sense of Indra , 5 which is rare in the writings of the earlier poets. The 
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word Daivata is used by poets on!y in neuter gender, 4 though it can 

be used in masculine gender. Hence the usage amounts to the blemish 

Aprayukta. However, this kind of usage ceases to be a blemish in the 

cases of ^1 esa and Yamaka. 

» 

This blemish is not found in the works of the earlier writers like 
Bharata, Bhamaha, Dandin and Rudrata. However, Vamana speaks 
of an Ayukta, which he considers as an Arthadosa 7 which is not clear. 
Bhoja is the first man to give a clear cut definition for this blemish. 
Mammata/Vidyanatha^i^vanathaandVi^ve^vara follow his concept 8 . 
This can be identified as Apratita given by Rudrata 9 . 

2. APUSTARTHA : 

The usage of the words whose sense is not applicable to the 
context is reckoned as the blemish Apustartha. While the poet has to 
say that "the couple of hands are in vain", the poet presents it in a 
circuitous expression like- Vyarthasthardhardha bahunam" 10 . Hence 
the blemish here is Apustartha. Though most of the terminology of the 
blemishes based on word is borrowed from the 
Sarasvatikanthabharana, there appears to be some conceptual 
difference. For instance, Apustartha, the second defect, is explained 
by Vidyanatha as one that occurs where the sense presented is 
irrelevant (PrakrtanupayMkta). Bhoja, however, defines it as "Yattu 
tuccabhidheyam syat apustartham taducyate" n . Here the word 
"Tucchabhidheya" as explained by Bhoja and his commentator stands 
for an instance where the sense that can be presented by few words 
is presented by many words. Ratne^vara, the commentator, is very 
clear in his note. 

'Stofca iabdabfUdktfvyc ’ artft 6afiutara fa6da 6ahu£Mityartfiaf? 
Thus there is conceptual difference between Bhoja and Vidyanatha. 

3, ASAMARTHA : 

The definition for the blemish Asamartha as given by Vidyanatha is - 
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yogamatra jrrasiddfc&h yat asamartfuim taducyatc' 13 

Kumarasvamin in his commentary explains the term "Yogamfatra 
prasiddha M as "^astramatra prasiddha*. If his explanation is relied 
upon, then there is no difference between the two blemishes Asamartha 
and Apratitika. The blemish Apratitika is defined by Vidyanatha as- 

‘lastra matrapTOsiddfumi yadapratiti£amucyatc ' 14 

Hence, the explanation of Kumarasvdmin deserves to be set 
aside. If the word "Yoga 41 in the definition is taken in the" sense of 
Yaugikartha then the illustrations given by Bhoja and Vidyanatha fit in. 
Now the difficulty is that there ceases to be any difference betwen the 
two blemishes Asamartha and Anyartha. For, the blemish Anyartha is 
defined by Vidyanatha as - 

'yadrudfii pracyutam nama tadanyartfuimud^rtam 0 15 

If we compare the two definitions of Bhoja and Vidyanatha, the 
definition given by Bhoja is precise and unambiguous. Instead of 
'Yogamatra prasiddha' he uses 'Asangatam', meaning thereby that the 
expressions not in accordance with the well established usage of the 
word come under this blemish. For instance, the sound produced by 
elephants alone is called "Brnhita" and if it is used in the case of the 
sound produced by horses then the result is this blemish. Though the 
definition of Vidyanatha is ambiguous, his illustration shows that he 
follows Bhoja. In the illustration 'Wfmyavasiidfia^nam' etc ., 16 the 
word "Ambudhara" is used to mean ocean, which it is incapable of 
conveying. Hence this is an instance of Asamartha. 

4. tJIRARTHAKA : 

The word used only to complete the foot of a stanza is Nirarthaka. 

5. NEYARTHA : 

The word which carries a sense mainly depending upon the 
convention of the poet alone constitutes the defect Neyartha. 
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6. CYUTASAMSKARA ; 


The blemish Cyutasamskara arises where an ungrammatical 
expression is used. 

7. SANDHIGDHA : 

If a word conveys sense involving dou bt, the blemish is Sandhigdha. 

Vi/wS/a ca ffrftamstftSnvai ztyatyasta navavrttayah I 

OQu£a Bfuwisyate vasak fcatafesu mafUBfvrtam 17 II 

In this verse the word "Vai" has no specific meaning to give and 

only serves to satisfy the rules of prosody and hence it illustrates the first 

blemish Nirarthaka. Hemacandra states that according to some, the 

Nirarthaka ceases to be a blemish if it occurs in the instances of 

Yamaka 18 . Again the statement v iSyatyasta navazrrttayafi' illustrates 

the second blemish Neyartha. Kumarasvamin sets aside the doubt 

whether it can be included in Laksana". He observes that the two 

♦ • 

famous varieties of Laksana, Ru'd hi laksana and Proyojanavallaksana 
have no place here as there is neither Rudhi nor Prayojana. Hence 
Lakjana is out of place here. The convention of the earlier writers as 
presented in the KarikcT - "Nirudhalaksaria kaicid" etc., bars Laksana 
entering such cases. So this is the clear case of the blemish Neyartha. 
As regards Cyutasamskara the illustration provided is H Kada bhavisyate 
Vasaiy. Grammar does not admit the usage of the root M Bhu" as 
Atmanepadi. Hence " Bhavisyate” is an ungrammatical usage amounting 
to the blemish Cyutasamskara. The fourth one Sandhigdha is illustrated 
in the words Katakesu mahibhrtam vasah". This assemblage of words 
gives rise to two sentences : 

i. residing in the capitals 

ii. residing on the slopes of the mountains. 

So there is scope for doubt and this amounts to the blemish 
Sandhigdha. 
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8. APRAYOJAKA : 

A word which does not convey any new sense lends scope for the 
blemish Aprayojaka. In the illustration - 

'9fanta vartamakc vajragfiatUmat prat c. caCatmasu 19 

the attribute 'Vqragfiattanat pfafL caCatmasu is in no way useful 
for the contextual sense and hence the blemish is Aprayojaka. 

9. KLISTA : 

* i 

The blemish Klijta arises where the apprehension of the required 
idea is far fetched and not immediate. 

'0\[a6fiasva dafariarati dfujajagraja ztirodfiisu 20 is the illustration. 
Here the whole expression simply means 'on the mountains'. But it is 
presented in a far fetched way. Hence the blemish here is Klista. This 
is not considered as a blemish in compositions like Prahelikas. 

10. GUDHARTHA : 

The usage of a word in obsolete sense amounts to the blemish 
Gudhartha. To illustrate, the word "Sonita" which is generally used to 
mean blood, is employed to convey the sense of red colour. Hence 
the blemish here is Gudhartha. 

11. GRAMYA: 

The blemish Gramya occurs where the usage popular among 
uncultured people is made. Words like Galla, Kaji etc., come under 
this type. Bhoja calls it De^ya 21 . 

12. ANYARTHA t 

Anyartha is a blemish that occurs where words are used in a sense 
different from their established sense. The word 'Vidagdha hrdaya' in 
the illustration is established in the sense of 'a scholarly mind'. But here 
it is used m the sense of a 'tormented heart'. Hence it amounts to the 
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blemish Anyartha. 

13. APRAtTtIKA : 

Apratitika is a blemish where a word popular in ^astraic sense is 
used in literature to mean the same. In the illustration - 

'CMamipade/afi fcva yataA ' zz 

the word "Manu" is used in the sense of incantation {Mantra) and 
this denotation is popular only in ^astras but fails to yield the same 
sense in popular parlance. Hence it amounts to the blemish Apratitika. 

14. AVIMRSTAVIDHEYAM^A : 

♦ * ♦ 

Vidyanatha defines this blemish as - 

'Sfarimrsta vu£fieyam/am gunihfniui *lSidfieyaf&m m 23 . 

He observes that the verse which is given as an example for 
Apustartha illustrates this blemish also. If a thing to be mainly 
prescribed is made subservient the blemish is Avimrsta vidheyam/a. 
Here the intention of the poet is to predicate Vaiyarthya. Since the term 
'Vyartha' is a member of 'BahuvrThi' compound it is subservient. 

15. VIRUDDHAMATIKRT : 

. 

The words that convey an altogether opposite sense not intended 
by the poet amounts to the blemish Viruddhamatikrt. In the illustration, 
the intention of the poet in using the word 'Ambikaramana' is to denote 
lord ^iva. But there is the comprehension of one who dallies with 
mother, which is not at all intended to be conveyed here. Similarly the 
words 'Akaryamitra' and Viria^a' are employed to convey the two 
senses 'friends without any cause' and 'pangs of separation*. But the 
senses they convey are "friends in an unworthy act" and 'destruction*. 
Hence the blemish here is Viruddhamatikrt. 

16. A^ULA : 

In defining this blemish, Vidyanatha follows Mammata. This is of 
three types. 1 1 7 



i. which gives an inauspicious meaning, 

ii. which gives a disgustful meaning, and 

iii. which gives a meaning that brings bashfulness. 

The words "Abhipreta", "Nicam sadhanam" and "Utsarga" 
illustrate the three blemishes respectively and hence the three come 
under A^lila.* Bhoja, however, speaks of the blemish Gramya as 
constituting the usage of words that give unpleasant, inauspicious and 
disgustful senses . Again he sub-classifies these three under three 
heads. For instance, he speaks of A^lila as of three kinds. 

i. where words conveying indecent sense are employed, 

ii. where words having a second sense which is indecent and 

iii. words that make one recollect indecent sense. 

17. PARUSA: 

Parusa is a blemish where we find expressions involving harsh 
sounds. In the illustration the word TSrtffrthyarthitva" is composed of 
harsh sounds. This is an impermanent type of blemish, because these 
harsh sounds are not considered as blemishes in the depiction of the 
heroic sentiment. 


VAKYA DOSAS 

4 

After dealing with the blemishes based on words, Vidyanatha 
proceeds to show those that are related to a sentence. An assemblage 
of defective words amounts to the blemish of a sentence. VidySmatha 
enumerates twentyfour such blemishes and explains them giving 
definition and illustration. Here follows an account of them. 
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1. SABDAHINA : 


If a word does not satisfy the the principles of grammar, the 
blemish is ^abdahina. Since this effects the syntactical relation, this has 
to be reckoned as a blemish relating to the sentence (Vakyadosa). In 
the instance - 

*9s(a samsrnutnafjt fumta futmaptaimimantritam . ' 25 

since the root ‘sr 1 when it is an Atmanepadi with the preposition 'sam 1 
does not require its object to be mentioned . 24 But here the object 
'hitam' has been employed by the poet and since the blemish is based 
on two words, this has to be reckoned as a blemish related to the 
sentence. 

2. KRAMABH RASTA : 

Vidyanatha reproduces verbatim the definition of Bhoja. 

Kramabhrasta is a blemish where the required order of words or 

senses is absent. In the illustrative verse it is said that horses or atleast 

elephants should have been presented to the king Prataparudra. Here 

the order should be elephants or at least horses. Hence the blemish 

here is Kramabhrasta based on sense. Here it is a well-known fact that 
• • 

the tributary kings always try to get the mercy of the emperor by 
offering valuable presents. As elephants are more valuable than the 
horses the word elephants should have been employed first and then 
horses as they are less in value. Such being the case to employ the 
word horses first and the elephants is violating the order. So this is a 
case for the blemish Arthakramabhanga. In the next verse it is said that 
Sun and Moon have submerged in the fame and valour of Prafaparudra. 
It is the general convention to compare the valour with the Sun and 
fame with the Moon. So in order to keep the order, valour should have 
been mentioned first and then fame. Though there is propriety 
regarding sense, the order of the words is faulty. Hence this is a case 
of the blemish Sabdakramabhrasta. 
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3. VI5ANDHI : 

The blemish Visandhi occurs in two cases : 

i. Where euphonic combination (Sandhi) is not effected though 
grammar requires it, and 

ii. Where euphonic combination though effected is not pleasant 
to hear. 

In the example - 

“Saury ani Tdr/ahyasan prtfwaifvaryam fcva va gatant 27 , 

the instance 'Sauryani Idrfahi' illustrates the blemish Visandhi 
due to not effecting the Savarnadirghasandhi. "Prthvai/varyam" is a 
case where euphonic combination though effected is unpleasant to 
hear. This. also has been verbatim taken from Bhoja. 

4. PUNARUKTIMAT : 

Punaruktimdt is blemish where the sound and its sense are 
repeated. 

'Jimafcgnana sahfjrye vindfiyc fancmazrrttayaJi ' 28 

is the example where the word Kanana has been repeated both by 
sound and sense. If sense differs it ceases to be a blemish and comes 
to be reckoned as the figure Yamaka. In the context of fear and anxiety 
it cannot be considered as a blemish. 

5. VYAkTrNA : 

When there is confusion in mutually construing different words, 
there the* blemish is Vyakirna. In the statement 'Apumturasi 6i6firana& 
sirasi faodamudHfiam” 29 the words have been irregularly placed. It 
should be - 

“tKrodamudri^am urasi sirasya^nam 5i6firanaJi\ 
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Hence this irregular placement of the words amounts to the 
blemish Vyakirna. Here Vidyariatha closely follows Bhoja. 

6. VAKYASANKTrNA : 

If the words of one sentence get mixed up with those of another 
sentence, the blemish is Vakyasankirna. 

'tMxinena mahatasmaBftirvanc vafgrt na tistfiatam I 

‘lAndkyasya jwitam tanno jatamady a trrtam krtam'II 30 

is the example where in the words of two sentences have been 
indiscriminately employed making the sense confusive. Hence the 
blemish here is Vakyasankirna. 

7. APURNA : 

ApuTrna is a blemish where in a statement fails to have connected 
with a verbal form. In the illustrative verse '^ailcfu asmaf&mavasafi' 
etc ., 31 there is no proper connection between the words 'Paiyan' and 
'Asmakam 1 though it is intended. Instead of 'Sailavasam 1 the poet has 
said ’Asmakam sailesu avasa^'. Hence this fails to have syntactical 
relation with 'Paiyan 1 . So the blemish here is Apurna. Bhoja does not 
mention this blemish. 

8. VAKYAGARBHITA : 

The blemish Vakyagarbhita occurs where in the middle of a 
sentence another sentence comes to be mentioned. In the verse 
,, inatvapyandhrapu^indrasya l, etc ., 32 we find the statement "Yadva na 
langhyate daivam H has been thrust into the main sentence. So the 
blemish here is Vakyagarbhita. 


9 & 10. BHINNA VACANA & BHINNALINGA : 

Where the standard of comparison and the object compared are 

of different gender and nu mber, the blemishes that arise are Bhinnalinga 
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and Bhinnavacana. In the illustration 'Somudra wa etc ., 33 the 
standard of comparison, i.e., Samudra is in plural number. The object 
compared, i.e., mind is in singular. Hence the blemish is Bhinnavacana. 
Similarly, in the second half the standard of comparison i.e., Giri is of 
masculine gender and object compared, i.e., Dhvajani is feminine. So 
the blemish here is Bhinnalinga. 

1 1 & 12 . ADHIKOPAMA AND NYUNOPAMA : 

If the attributes spoken in the case of Upamana are more than 
those spoken in the case of Upameya the blemish that ensues is 
Adhikopama. If reverse is the case the resulting blemish is Nyunopama. 
The illustration given is - 

*X§ama ksama muf^fiak kgntaR fanatic maCaveiituB I 

grisnte nadya iva rnffindpadjitotpaCa BisdknCaf/ // 34 

Here the emaciated faces of the ladies are Upameya and the 
rivers are Upamana.. It would be enough if the rivers are qualified by 
the attribute Mlanapadma. Instead the poet speaks of another 
attribute "Mlanotpalabisavilah" which does not have a corresponding 
attribute connected with the Upameya. Hence, the blemish here is 
Adhikopama. 

In the* illustration 'Marcingafaga suBfwga etc./ 35 the attributes 
given to the Upameya are more than those given to the Upamana. The 
necklace related to the Upameya has correspondence with the 
"Nirjhara" spoken as an attribute to the Upamana. Corresponding 
to the Angaraga nothing has been said in the section of Upamana. 
Hence the blemish here is Nyunopama. 

13 & 14. BHAGNACCHANDA & YATIBHRASTA : 

# • 

The concept of these two blemishes are evident from their 
lomenclature. In the illustration - 

'* Vindftyaram/a fotafcitumBa rafcganasya 
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Rjm BfuuCram Bfuwati. janasya iriadr&syd 36 , 

there should be Yati after the third letter and that is not observed 
here. Hence the blemish is Yatibhrasta. The last letter, in accordance 
with the rules of Prosody, should be a Guru. Instead, we find only 
Laghu. Hence the blemish here is Bhagnacchanda. 

Kumarasvamin raises a doubt here and answers it himself. 

According to the rules of Prosody the last letter of the foot of a verse 

though it is a Laghu can optionally be taken as Guru. Applying this 

principle here, the last letter "Sya" can be taken as Guru. So this 

instance fails to illustrate the blemish. Here the answer of Somapithin 

is - where there is euphony, there we need not recognise a blemish as 

in the case of the meters Indravajra and Upendravajra. In the case of 

meters ■Praharsini", '■Vasanta tilaka* etc., this is not the case as the 
♦ • 

earlier critics feel the a bsence of euphony there. So this does not cease 
to be a blemish. 

15. A^ARTRA: 

A^arira is a blemish where there is no verbal form in a sentence. 
In the illustration *9ldnta nisf^arutto dftatd etc 37 there is no verb to 
complete the sense. So, the blemish here is A^arira. 

16. ARtTIKA: 

The composition of words if it is not suggestive of sentiments, the 
blemish is Ariti. In the example - 

'JAf&arva garva durvara dorargala nirargatafi I 

ftiT 6andftuvarghh sarvepi l^rtSntatUfiaya/t fctafi' II 38 

the pathos is the sentiment and the composition is rather bombastic not 
allowing the sentiment to be clearly suggested. So the blemish here 
is Ariti. 

17. VISARGALUPTA : 
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Visargalupta is a blemish where 'Visarga' often gets deleted or 
is replaced by "Ottva". In the verse - 

\ Vyartfio manoratfvo yato jato vaso ddruvo marau l 

m£ana ditto, data jirnd vandntcstddrsavayam 7 / 39 

the Visargas are found replaced by 'Ottva'; and in the second half they 
are elided according to the principles "Bho bhago agho apurvasya 
yo$i M and "lopa&dkalyasya " 40 • 

18* ASTHANASAMASA : 

Asthanasamasa is a blemish where a compound is employed in 
an improper place. In the illustrative verse “CfQttovaimuftyamasmdsu 
etc./ 1 it is said that the enemy kings are angry with the creator for 
placing them in a miserable condition. Here the compound may be 
used for their anger. Instead the poet employs it in the description of 
the faces of the kings. Hence the compound is out of place and as such 
this amounts to the blemish Asthanasamasa. 

19* VACYAVARJITA : 

Vacyavarjita is a blemish where the thing that ought to have been 
said has not. been said. In the example - 

'Tturdcddm, praHpannandmas mal(am jiztitam matam" etc * 42 

the word ”Api" has not been employed. Hence it is a case of 
Vacyavarjita. 


20 & 21 . SAMATTAPUNARATTAKAM & 

PATATPRAKARSA : 

* 

Even after the completion of a sentence if something related to it 
has r been said, the blemish is SamaltapunarSttaka. Patatprakarsa is 
the blemish where the orderliness in view of greatness etc., has been 
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over-looked. These two defects are illustrated in a single verse - 

\ Vfwvantnrgesu sam6frfamyatfarisudyattaraJ(susu I 

^utdftydranyesu tistfiamaft t^56yad6fia£[u%apan%tisu^ II 43 

Though the sentence is completed with the word "tistamah" the 
poet again brings in "Ksubhyadbhalluka panktisu" as an attribute to 
the word VindKyaraipya. Hence the blemish is Samattapunarattako 
here. While mentioning the animals in the forest the relative greatness 
has not been kept in view. To be correct, the order should be 
Sam6firmylilJQirisu udyattara^su cCfmvan mrgesu . But this order has 

been violated and so the blemish here is Patatprakarsa. 

22. SAMBHNDHAVARJITA : 

The blemish Sambandhavarjita comes into picture where a word 
fails to be construe with another when such construel is desirable. In 
the illustration w (Bfiadrasanani drsada^cfUtatrani tnafurufiaJx etc., 44 the 
intention of the poet is that in the kingdom of the forest the stones are 
the thrones. This, however, is not clearly mentioned in view of the fact 
that the word Rajya happens to be the member of a compound. 

23. ADHIKAPADA : 

Adhikapda isthe blemish where unnecessary words are employed. 
In the instance vaCCaBfiairtta etc., 45 it would have been 

sufficient to say Sudham^u pand # urah'. The poet, however, adds 
unnecessary wording 'Majufa&%ara rupafgama . Hence the blemish 
here is Adhikapada. 

24. BHAGNAPRAKRAMA : 

Bhaganaprakrama is violating the order which has been taken up 
first. In the illustrative verse the words 'Guha' and 'Gfham' are 
employed in plural number and 'lAndftya6/w/i puri' 46 is employed in 
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singular. Hence it is a case of Bhagnaprakrama. 

ARTHADOSAS 

9 

The blemishes relating to the sense are enumerated as eighteen 
by Vidyanatha. 

1. APARTHA : 

Apartha is a blemish where we do not find cogent sense running 
through a verse. In the illustration - “XutaJfi. susyadapanadyah' etc ./ 7 
we do not find a connected sense being propounded by the four lines 
of the verse. Hence the blemish is Apartha. Same is the concept given 
in the Sarasvatikanthabharana of Bhoja 48 whom Vidyanatha closely 
follows. 

2. VYARTHA s 

Vyartha is the blemish where the sense presented does not serve ( 
any purpose. In the verse '9&mcdam (&famudvdam' etc 49 ., the factors 
that are mentioned serve no purpose as they cannot form the cause for 
serving the king Prataparudra. Hence the blemish here is 'Vyartha'. 

3. EKARTHA : 

Ekiartha is the blemish where the sense presented is no way 
different from what has already been said. In the illustrative verse 
‘Vijirnath /atatfiS Utah * etc., 50 the sense presented in the first line 
differs in no way from the sense presented in the second line. Hence 
the blemish here is Ekartha. 


4. SASAM/AYA : 

Sasam&ya is a blemish where there is doubt regarding the sense 
sought to be presented. 
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'9(ari£umSfuiu stanavadya jayatdth fcsamauim gatau l 

Cata vapu&riyafu strinam ftasantu mCdhatam gataft II 51 

In the above verse there is the doubt regarding the object and the 
subject. Hence the blemish here is Sasam^aya. 

5. APAKRAMA : 

Apakrama is a blemish where there is violation of the order of the 
preceding and the succeeding ones. In the illustrative verse "Hanta 
vyadaya'e\c. t 52 it is said that the ladies have opened their mouths and 
slept which is far from our experience for, the act of opening the mouth 
takes place after sleep. According to the aphorism ‘Samana dgrtrl&yofi 
purvaRfiU' 53 , the suffix M Ktva" is adjoined to the root whose sense is 
first known to have been performed by the agent. In the statements like 
vyadaya svapiti' the opening of the mouth is only after the 
sleep has begun. Then how is it the suffix "Ktva" has been adjoined 
here for the root 1 Da'. To this, the answer is - even after the opening 
of the mouth the sleep continues and with reference to this sleep there 
is precedence for act of opening. Hence the suffix M Ktva M is adjoined 
to the root 'Da'. If such an explanation held correct, then the view of 
Vidyanatha that it is a wrong usage becomes untenable. Here 
Somapithin adds that even before the opening of the mouth, there is 
the activity of sleeping. With reference to this prior stage of sleep the 
root 'Da' ought not to have got the suffix "Ktva". So the expression can 
be taken as an instance where the order of the preceding and the 
succeeding ones has been violated. 

6. BHINNA : 

Bhinna is a blemish where there is no relevance between the 
statements made. In the verse - 

a 9s(uiutm pfudeju Cdtanam' 54 etc., of the two statements viz., "the 
creator did not write anything on the foreheads of the people 
belonging to Lata country" and "our families are suffering in the 
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deserts” one has nothing to do with the other. Hence, the blemish here 
is Bhinna.Bhoja mentions Khinna as one of the blemishes and defines 
it as - 

'J atyTidyuifavcmirvyudfiam fcfunnama&ur nuiftiUffoiyajt 55 

According to him the characteristics of a particular species taken 
up for description should be carried till the end. If the poet fails to 
observe such characteristics, then the blemish is Khinna. 

Dr. Raghavan while observing that Vidyanatha made some 
changes makes the following remark : 

\ Bftoja ' Kfiinna is given as (Bhinna and also conceived differently 
from Bhoja s (Khinna' 56 

This statement of his is ambiguous since if Bhinna is conceived 
differently from Khinna, how can one say that Khinna of Bhoja is given 
as Bhinna of Vidyanatha ? Both can be treated as independent 
blemishes, one having no bearing on the other. According to Bhoja, 
if anything is stated not in confirmity with one's species, the blemish that 
arises is Khinna. In the world too, it is said that one is Khinna or 
dejected if one is not able to carry out the work he has taken up. Here 
too, on the same analogy, while describing the characteristics of a 
particular species, the poet should not introduce an element which is 
heterogeneous to the above said species. Comparing the two 
concepts of Bhinna and Khinna of Vidyanatha and Bhoja one may find 
that while the former speaks of irrelevance in general, the latter speaks 
of a deviation from the general characteristics of a species. Hence, it 
would be better to treat these two separately as there is a clear 
difference in their concepts. 

7. ATIMATRA : 

Atimatra is the blemish where the narration of a poet transends the 
human experience. In the illustration 'Ma6hudetgrnavam* etc ., 57 it is 
said that the ladies of the fata country have created so many rivers by 
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their tears lest there should be a single ocean in the world. Here the 
statement thattheyhave created so many rivers with their tears goes 
beyond even one's imagination. Hence the blemish here is Atimatra. 
However, this. cannot be taken as a case of the figure Ati/ayokti, for, 
charm, the sint-qua-non~ of a figure, is absent here. 

8. PARUSA : 

Parusa is a blemish where a very cruel act is expressed. In the 
illustration '(DavahaUndfianam sadyaft etc ., 58 it is said that the children 
who are begging for fruits are ordered to be consigned to wild-fire. 
Hence the blemish is Parusa. 

9* VIRASA : 

Virasa is a blemish where the depiction of a sentiment which is 
irrelevant to the context. In the illustration it is said that the barbarians 
of the forest are teasing the Cola women with amarous overtures. 59 
The contextual sentiment is Pathos. The erotic sentiment described here 
is antagonistic to the contextual sentiment and hence this amounts to 
the blemish Virasa. This blemish arises due to impropriety. m S\naucitya 
drtenahycuCrasaBfumgasya fcararumi'. 

10. HINOPAMA : 

Hinopama is a blemish where the standard of comparison is 
inferior to the object compared. Here, Kumarasvamin rightly observes 
that this inferiority is of two kinds based on species or size. However, 
Vidyanatha illustrates the first variety with the verse 'Junafeiirwde tc . 60 
Here the object of comparison is the king and the standard of 
Comparison is dogs. Hence, the blemish here is Hinopama. 

1 1. ADHIKOPAMA : 

Adhikiopma is a blemish where the standard of comparison is far 
superior to the object compared. In the illustration the standard of 
comparison is great sages and the object compared is cranes . 61 This 
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is an instance where the superiority is based on species. Similar 
illustration can be shown even in the case where the superiority is 
based on size. Kumarasvamin in his commentary gives the following 
verse to illustrate this variety 

Tatalamivanabftis U parvata iva tt stanau I 

H/enidandaputiarayam fqa&ndi padasanniBfiap. 9 11 

In both the cases impropriety is the common basis of the blemish. 

12. ASADR^OPAMA : 

» 

Asadr^opama is a blemish where there is no similarity between 
the standard of comparison and the object, compared. In the 
illustrative verse the Vindhya mountain with its flowing streams is 
compared to Lord ^iva with his third eye sending forth the flames of 
fire 62 . Here there is no trace of similarity between the two and hence 
the blemish here is Asadr/opama. Explaining the situation, 
Kumarasvamin in his commentary observes that there is no well-known 
similarity either between the mountain and Lord ^iva or between their 
attributes. !t cannot be said here that sometimes through Dharmin 
(object) the similarity of Dharmas (attribute) can be spoken of. For, in 
such a case there is the defect of mutual dependence. Vamana while 
commenting on the statement - 

tyadhnami £avyafafinam vitatartba rasmim', observes - 

Tadevam itarctarasrya doso du ru t tarafi '. 

Here too, the position being the same, the blemish is to be 
accepted as being present. 

13. APRASIDDHOPAMA : 

Aprasiddhopama is the blemish where the standard of comparison 
is not well-known in the poetic world. In the illustration '(BaspamBu 
kfinna nttrani etc., 63 the faces are compared to the lilies. Nowhere 
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in the writings of poets, we find lily being token up as a standard of 
comparison for face. Hence this amounts to the blemish 
Aparasiddhopama. 

14. HETUSUNYA : 

Hetusuinya is a blemish where the statement made has no reason 
to support it. In the illustation M Budhanudhavanam H etc. # A4 the statement 
that "this is not the path of the lady" lacks reason and hence stands 
unsupported. So the blemish here is HetusUnya. 

15. NIRALANKRTI : 

. 

Niralahkfti is a blemish where a poetic passage has no figure of 
speech to embellish it. In the illustration the statement - "Aghraya 
surabheryonim" etc., 65 there is no figure to make the sense charming. 
The description as it is vulgar and hence fails to please the critics. This 
is neither a case of Svabhavokti. 

16. A^ULA : 

Ailila is a blemish where inauspicious, bashful and disgustful 
things are described. The above verse serves as an example for this 
type also. Earlier, a blemish having the same name is mentioned in 
connection with the blemishes based on sound. The difference is this: 
In the former case the words are irreplaceable by their synonyms while 
in the case of blemishes of sense it is possible. So this blemish has to 
be noted as based or sense. 

17. VIRUDDHA: 

Viruddha is the blemish where a statement goes against the time 
and place. In the illustration '2)i/yuttarasyam'e tc.^itissaidthatthdre 
is ocean to the North of the country and the Ganges is in desert. Hence 
the blemish here is Viruddha. 

18. SAHACARABH RASTA : 

i « 
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Sahacarabhrasta is a blemish where the combination of unequal 
things is presented. In the illustration ^antya frutcun ftriya ntxri etc., 67 
sacred things like ^ruta have been coupled with women and dalliance 
which amounts to this blemish. 

Thus Vidyanatha defines and illustrates several poetic blemishes 
and asks the reader to detect others also on these lines. He concludes 
this chapter observing that sentiments and moods etc., should not be 
expressed by their own terms.. This fact has been sufficiently emphasised 
by Anandavardhana in his Dhvanyaloka. 
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CHAPTER > VI 

GUNA PRAKARANA 


Regarding excellences there are three prominent schools. The 
first school speaks of ten excellences while the second one speaks of 
only three and the third one mentions excellences as twenty four. 
Vamana while following Bharata in the enumeration of excellences 
adds a new point that these are essentially based on both sound and 
sense. Thus according to him, the ten excellences £lesa etc., become 
twenty in view of their two bases sound and sense. BKamaha, 
Anadavardhana and Mammata represent the second school. The 
third school, however, which speaks of twenty four excellences is 
represented by Bhoja and Vidyanatha. While Bhoja takes all the 
twenty four as a group, Vidyanatha distinguishes and divides them 
under two groups. The excellences coming under the first group are 
of the form of absence of blemishes. The second group, however, 
contains such excellences, that positively contribute to the beauty of 
Poetry. 

Bhoja, following Vamana observes that the twenty four excellences 
he speaks of, may be based on sound and sense. Thus, according to 
him, although the names of excellences based on sound are the same 
as those based on sense, their concept is different. Vidyanatha, 
however, ignores the fact of excellences being based on sound and 
sense and appears to consider them as exclusively based on sound 
only. In his introductory note, he brings home this fact very clearly. 
However, he uniformly illustrares all of them. 

1. &ESA: 

4 

£lesa is an excellence where many words are so coalsced as to 
appear as a single word. This is seen illustrated in the verse "J>rimat 
kakati vfrarudra" etc. 1 . Bharata defines ^lesa twice. The verses 
ninetyseven and nintyeight of the Seventeenth Chapter of the 
Natyasastra deal with this excellence. In the ninetyseventh verse 

135 



'Elista 1 is the term used/ while in the ninetyeighth the term used is ole$a. 
In the latter verse he observes that the employment of words should be 
very conducive for the presentation of the desired sense. One does 
not find the distinction of £lesa as based on sound and sense. Still, one 
is tempted to believe that the latter definition paved way for the 
excellence based on sense. Danilin opines that there should be 
prevalence of letters of Alpaprana type . 2 Jagannatha adds that the 
letters employed should be of a particular species (Eka]atiyariam ). 3 

2. PRASADA : 

Prasada is an excellence where words are employed in their well 
established sense. The verse 'fFrataparudradevo yam BfuTti* etc., 4 
illustrates this excellence. Here the sense is immediately known. 
Almost all the other writers have the same concept. 5 Jagannatha, 
however, adds that the words used should be commensurate to the 
sense they present. 6 Bharata opines that Prasada is the excellence 
where on account of the clarity of sound and sense ideas unexpressed 
too are conveyed. 7 

3. SAM ATA : 

Samata is an excellence where there is uniformity throughout the 
verse. The verse Vadanyatarumm^ari suraBhayaft etc. 8 , stands as an 
illustration for this excellence since all the four feet are uniformly dealt 
with in view of sound and sense. Dag^in, however, speaks of three 
varieties of this excellence as Mfdu, sphuta, and Madhyama, according 
to the nature of the words employed. 9 

4. MADHURYA : 

Madhurya is an excellence where there are separate words 
without compounds. In the verse tya/ofr /riyaJfj. f^atiBBEpaterdilam ' 
etc., 10 all the words are separately placed. Bhoja opines that this 
excellence can be found even in the instances of anger when it is not 
vehement. n 
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5. SAUKUMARYA : 

Saukumairya is an excellence where the combination of words 
having delicate letters as uBfUIt 

etc. 12 . The delicacy of letters is to be explained as the combination of 
soft sounds in combination with nasals. 

6. ARTHAVYAKTI : 

Arthavyakti is an excellence where the sentences employed are 
so complete that there cannot be any kind of expectency (Akanksa). 
The verse \ Bfiagyam madhyama£of& nigfmmad&una' etc., 13 illustrates 
this excellence. It is advised that words which are not in common 
parlance, forced diction and circuitous expressions may be avoided 
in this context. 14 

7 . KANTI : 

Kanti is an excellence where the composition of words is very 
bright. The verse 'Jetuh viTarudTartTpateR“ etc *, 15 is the 

illustration given. 

Kumarasvamisomapithin adds that without this excellence the 
composition becomes uninteresting as the one in the Puranas. Bharata 
explains it as the structure of delight that stirs the heart of the 
connoisseur . 16 

8. AUDARYA : 

Audarya is an excellence which comprises of uneven letters. 
"Jagdhvabhuyamsi m^msanyahamahamikaya" etc . 17 is the illustration 
shown. JagannStha defines this excellence in the form of the gravity 
caused by the use of hard consonants 18 where as Vamana considers 
it as the oscillating flow of words (Vikatata) 19 . 

9. UDATTATA : 

Udatta is that which comprises of laudable adjectives. 
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tyrmfiamaMyqal&rna'etc ., 20 is the verse given for illustration. According 
to Bhoja the loftiness of the ideal is Udattafa . 21 But Bharata considers 
it as having more than one sense with charming structure (Saustjiava ). 22 

10. OJAS : 

Ojas is an excellence where compounds in abundance are used. 
'Zlddamadzdradm^/iadSn etc ., 23 is the verse given for illustration. 

Jaganriatha defines this excellence as follows : ! Samyogapara 
kras^apracurya rupam gadkatva tnojak' . 24 "Ojas is an excellence 
where the profuse use of short syllables followed by the conjoint 
consonants". 

1 1. SU^ABDATA : 

Su^abdata is the usage of words with a good derivative meaning. 
The verse for illustration is 'j^dmcuu^aCSiqj.Ca mudv^kaigtkaik' etc. 25 

12. PREYAS: 

Preyas is an excellence where most pleasing ideas are expressed. 
'(D’d^inyam tvayi dakgatZ tz/ayi' etc ., 26 is the illustration. 

13. AURJITYA : 

Aurjitya is an excellence where the composition is very closely 
knit. The verse - 'Ofyoniraksanadalqinak' etc., 27 is the illustration. 

14. SAMADHI : 

Samadhi is the super imposition of qualities of an object on 
another, tyrcckanti dugdkasindfluirt etc ., 20 is the verse given as an 
illustration. Jagannatha presents it as the composition of compactness 
altering with the loose ones . 29 Daij^in presents this as the super- 
imposition of the attributes of one upon the other, 30 while Jayadeva 
considers as the charming expression that stirs the mind of the 
connoisseur with beatitude. 31 
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15. VISTARA: 


Vistara is an excellence where a statement made is supported by 
many facts. 'Lokesu trisu 0(af^ti/varQguimn 32 is the verse for 
illustration. 

16. SAMMITATTVA : 

'Sammitattava' is an excellence where the words are commensurate 
to the sense expressed. 

'9(a£atiyanarendrasy afar ticaruCanacarcanam' etc., 33 is the verse 
for illustration. 

1 7. GAMBHIRYA : 

Gambhira is an excellence where there is some suggestivity. The 
verse 'Vtiamf&ufetyafegahjfii' etc., 34 is the illustration. Here it is 
suggested that lord Sankara holds poison in throat, and the Ganges 
and the moon on the head. 

18. SANKSEPA: 

Sanksepa is the excellence where the ideas are briefly presented. 
'Vamsostif&fatiyanam' etc. 35 is the verse given for illustration. 

19. SAUKSMYA : 

« 

Sauksmya is the excellence where the intended meaning is 
concealed. The example is ‘Stdfyadfuih parisamiCistfuifi' etc. 36 Here 
the sense of the words Adhitisthati, Adhahkaroti and Paribhavati is 
presented in a concealed manner. 

20. PRAUDHI : 

« 

Praudhi is an excellence where there is maturity of expression. In 
the verse **l^ipsapadma6fiavasya CandramufcuUi etc., 37 it is illustrated. 

21. UKTI: 

Ukti is an excellence where the expression has been dextrously 
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presented. \ Drsta 9(ama£a$afyi rajnastava etc. # 38 is the illustration. 

22. Rm : 

Riti is an excellence where the feature in the beginning is 
maintained throughout. 'Sadgunansevate Taja etc 39 is the verse that 
stands for illustration. 

23. BHAVIKA : 

Bhavika is an excellence where there is an expression out of 
fullness of feeling. 'Svarnimstatafahttamsa etc. 40 is the verse for 
illustration. 

24. GATI : 

Gati is an excellence where there is beauty on account of 
ascendency and descendency of vowels. Where the vowels are in a 
lengthened form there is ascendency. If they are short there is 
descendency. traUv/<yc'e\c., 4] istheillustration.Many of the 

Alankarikas with the exception of scholars like Vamana hold that these 
excellences like Ojas, Prasada etc., pertain to the sense. 42 But 
according to the Alankarikas like Udbhata, these excellences are said 
to have the entire composition as their substratum. That is why it is said 
in the Alahkarasarvasva, that Gunas are the properties of both sound 
and sense while Alankaras are the external embellishments of Poetry. 43 
In this way the distinction between the Gunas and Alankaras has been 
made. If the substratum is discarded there ceases to be any distinction 
between Gunas and Alankaras, as the function of Gunas and 
Alankaras is only to beautify poetry. 
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CHAPTER - VII 

^AB DAL AN KARA PRAKARANA 

Now as the excellences are already dealt with, Alahkaras are to 
be explained. Vidyanatha gives the derivation of the word 'Alankara 1 
as 'JlCahfoiyate aneneti cam tz/afeturafahj^arafr' \ The cause of poetic 
beauty i.e. the factors that beautify poetry are desginated as Alankara. 
Writers like Vamana and Mammata have the same derivation to give 
for the word Alankara 2 . 

The limbs of the body of poetry - sound and sense - are adorned 
by figures like Anuprasa and Upama. In the world, one finds 
ornaments embellishing the organs of a human body. Similar is the 
case with poetry too, where figures act as embellishing factors. 
According to Vidyanatha the division of figures as belonging to sound 
and sense is based on A^raya^rayibhava. Though both excellences 
and figures of poetry are beautifying factors, the distinction between 
them is to be known by their substratum only. Vidyanatha, in the 
Kavyaprakarana mentions the excellences ^lesa etc., as the attributes 
of the soul of poetry. Figures of speech, however, go to embellish 
sound and sense. The two statements - one referring to the excellences 
as the attributes of the composition and another as the attributes of the 
soul of poetry involve no self contradiction. According to Mammata, 
excellences primarily residing in sentiments are also hold to be 
attributes of composition in a secondary way. Hence, the statements 
like 'Madfiura racaria, 'ojasvi Bandfuify' have to be taken as usages 
imtolving secondary function i.e., Lak§ana. 

According to Vidyanatha figures are of three types as those 
based on sound, sense and both. Again, they can be classified under 
four heads on a different basis. In some figures an idea is suggested 
while in others similarity is suggested. In the third case sentiments, 
moods etc., are suggested. In the last the suggested idea is not clear. 
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In the figures Samosokti, Paryayokti, Aksepa, Parikara, Vyajastuti, 
Upameyopama, Ananvaya, Ati^ayokti, Aprastutapraiamsa, 
Anuktanimitta Vi^esokti - the Vastu is suggested, where as in Rupaka, 
Parinama, Sandeha, Bhrantimat, Ullekha, Apahnava, Utpreksa, 
Smarana, Tulyayogita,Diplbka, Prativastupama, Drstanta, Sahokti, 
Vyatireka, Nidar/ana, ^lesa - the Aupamya itself is the beautifying 
factor of the poetry (Kavyopaskara). In the figures like Rasavat, 
Preyas, Urjasvin, Sam^ihita, BKavodaya, Bhavasandhi, and 
Bhava^abalata, there is the suggestion of sentiments and moods. In the 
figures Upama, Vinokti, ArtHantaranyasa, Virodha, VibhciVana, 
Atadguna, Nimitta, Vi^esokti^ Visama, Sama, Citra, Adhika, Anyonya, 
KairanamSla, Ekavalf, Vyaghata, Maladipaka, Kavyalinga, Anumana, 
Sara, Yathasahkhya, Arthapatti, Parisamkhya, Vikalpa, Samuccaya, 
Samadhi, Pratyamka, Pratipa, Viiesa, Nimilana, Samanya, Asangati, 
Tadguna, Atadguna, Vyajokti, Vakrokti, Svabhavokti, Bhavika and 
Udatta there is no suggested idea presented clearly that can pleiase 
the connoisseur. 

Figures could be classified under groups basing on Sadharmya, 
Virodha etc. The figure Sadharmya is again of three types as 

1 . One which has the difference as the main element, 

2. One which has the non-difference as the main element, and 

3. One which has got both the difference and nondifference as 
their chief elements. 

The similarity that has been mentioned between Upamana and 
Upameya is purely verbal and not factual. 

Rupaka, Paripama,Sandeha, Bhrantimat, Ullekha, Apahnava are 
the figures that have identity (Abheda) as their principal characteristic 
and as such they belong to one group. 

The Alankaras - Dipaka, Tulyayogita, Nidar^ana, Dr§tanta, 
Prativastupama, Sahokti, Pratipa and Vyatireka have the difference as 
their chief feature and hence these belong to the second group. 
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Upama, Ananvaya, Upameyopama, Smararja have the common 
characteristic of Bhedabheda and so they come under the third group. 

Utprekscf and Ati^ayokti have their base in Adhyavasaya and as 
such these two make a separate group.Vibhavana, Vi/esokti, Visama, 
Citra, Asangati, Anyonya, Vyaghata, Atadguna and Vi/e§a, as they 
have conflict as the common basis come under separate group. 

The figures Yathasankhya, Parisankhya, Arthapatti, Vikalpa and 
Samuccaya are based on Vakyanyaya. Therefore these form a sixth 
group. 

Some figures have the world convention as their base. They are 
Parivrtti, Pratyanika, Tadguna, Samadhi, Sama, Bhavika, Svabhavokti, 
Uddtta and Vinokti, and as such they are classified as figures based 
on world convention and hence they come under the seventh group, 

Kavyalinga, Anumana and Arthantaranyasalankaras are logic 
oriented and hence they make another group - the eighth. 

Karanamfcla, Ekavali^ MQlffdipaka and Sara have the charm of 
forming into a chain and as such they comprise the ninth group. 

The Alankaras Vyajokti, Vakrokti and Milana have concealment 
as their basis and so they come under tenth. 

The figures Samasokti and parikara have the charm based on 
attributes as common factor. So they come under a different group, 
the eleventh. 

Thus all the figures by virtue of their common features have been 
divided into eleven groups. Each group have some figures to its credit. 
Now the question may arise how these figures of the same group differ 
from the another though they have the same common factor. As an 
answer for this, some seventeen rules have been postulated that help 
us to discriminate the figures coming under the same group. 
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The two Alankaras that is Parinama and Rupaka, though they 
have Aropa as their basis, differ from each other. In the figure 
ParinSrrta the object super-imposed serves, the contextual purpose. In 
Rupaka, however, it is not the case. In Ullekaha the form of the object 
super-imposed has relevance while in Rupaka it is absent. When the 
object of superimposition is doubled the figure is Sandeha. If there is 
delusion in its apprehension, the figure is Bhrantimat. If it is concealed 
the figure is Apahnava. So these three fetors with respect to the object 
of super-imposition are responsible for the above said three figures. 

Though the figures Tulyayogita, Dipaka, Nidar/ana, Vyatireka 
and Drstanta have similarity as the common basis, the similarity in the 
figures Upama, Ananvaya, and Upameyopama is expressed while in 
the former it is suggested. Hence the difference. In Upameyopama 
similarity is expressed while in Prativastupama it is suggested. So they 
differ. In prativastupama there is Vastuprafivastubhava while in 
Drstanta Bimbapratibimbabh5va is present. In Tulyayogita, the 
contextual and the non-contextual are dealt with separately, while in 
Dipaka they are clubbed together. This makes the difference. 

In the figure Upama, the standard of comparision is well known, 
while in Utpreksa it is not so. Hence the difference. The difference 
between Upama and ^lesa is that, while in Upama there is similarity 
based on sense; in Slesa it is based on sound (word). In the figure 
Upama, Upamana and Upameya are distinctly different while in 
Ananvaya the same subject is chosen as both Upamana and 
Upameya. The distinction between UpameyopamcT and Upama is 
this. In Upameyopama the similarity is expressed in turn while in 
UpamS it is simultaneous. If the non-contextual, sense is expressed the 
figure is Aprastutapralamsa. If it is suggested, it is a case of Samasokti. 
In the figure paryayokti both expressed and suggested senses are 
contextual. If the expressed sense is non-contextual, the figure is 
Aprastutaprasarnsa. In the figure Anumana, we find the factors Vyapti, 
Paksadharmata etc., while in Kavyolinga they are absent. On account 
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of striking similarity if the distinciton between two objects cannot be 
known, the figure is Samanya. Milana occurs where an object of 
superior quality eclipses the one of inferior quality. Parisankhya and 
Udatta have this feature of distnciton. Where there is no intention of 
discriminating one object from the other, there the figure is Udatta. If 
such intention is there, it is Parisankhya! 

If incidentally another cause helps to expedite the production of 
an effect, the figure is Samadhi. If many causes enthusiastically come 
forward to complete an action, the second variety of Samuccaya is the 
figure. 

Concealment whe> expressed, the figure is Apahnava, when 
suggested it is Vyajastufi. As regards other figures the distinction is 
clear and needs no mention. Though there is a faint similarity in 
Vyajokti, Milana and Samanya, as it is not considered to be conveyed, 
they are not inlcuded in figures based on similarity. 

Out of the two constituents of the word Souund and sense, it is the 
sound that first attracts our attetion and as such, Vidyanatha first takes 
up the ^abdalankaras with illustrations. 

1. CHEKANUPRASA : 

The repetition of the couplets of consonants without interval is 
called Chekanuprasa. In the illustrative verse 3 the repetition of the 
words 'Mahi', 'Kare', and 'Janya' make out a case for chekanuprasa. 
Kumarasvamin explains the term 'cheka' following the author of the 
Alankarasarvasva. Anuprasa means the skilled employment of letters 
that are conducive to sentiments and those who are aware of the 
sweetness of the words are known as Chekas (scholars). 

2. V^TTYANUPRASA : 

When there is repetition of consonants only, once, twice, or thrice, 
it is a case of Vjttyanuprasa. This is, however, different from 
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Chekanuprasa as there is no restriction that couplets of consonants 
should be repeated without interval. Here, by the word *Vrtti* the styles 
Vaidarbhi etc., are intended to be taken. As this figure has the 
characteristics of those styles it is designated as such. In the verse given 
as an illustration 4 the consonant 'Ksa' occurs fourteen times, and thus 
it is a case of Vrttyanuprasa. 

3. YAMAKA : 

The recurrence of consonants with the vowels is designated as 
Yamaka. In Cheka and Vrtti the recurrence of vowels is simply 
accidental. This could be of various types like Adiyamaka, 
Madhyayamaka and Antyayamaka etc. In the illustrative verse 5 the 
word 'Mahamahimatejasah' occurs at the end of first and second foot. 
So the example may be considered as an illustration of Antyayamaka. 

This is a figure where there is an apparent congition of the sense 
being repeated. Udbhata is said to be the first author for treating this 
as an Alankara. There is a controversy whether this figure is to be 
designated as ^abdalankara or Arthalahkara. Udbhata considers it 
as SabdQlankara 6 while Ruyyaka opines it as an Arthalahkara 7 . 
Mammata, on the otherhand, considers it as Ubhayalankara 8 . However, 
Vidyanatha resorts to the view of Udbhata in considering this as 
£abd5lahkara. 

5* LATANUPRASA : 

If there is repetition of sound and sense with a difference in the 
intention, it is a case of Latanuprasa. In jPunaruktavadabhasa there is 
an illusion of redundance of sound. Here, however, the illusion of 
redundance of both sound and sense is present. 

“(jUiwgunasU yanyantt ye rudranrpamasnta/t / 

!A &Hrmtirasau tasya Ca^mUa^mL^ JQitfiyau' 9 IT 

This verse illustrates this figure. Here the words 'guna' 'Niti', 
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'Laksmi' have been repated. The second member in the repetition 
stands for qualities of a superior type. Thus, as there is the differnce 
of purport, it is a case of Latanuprasa. Kumarasvamin says that this 
is also of two types based on stem (pratipadika) and word (pada). As 
such, where there is difference of Vibhakti in cases like 'SUijapatrarutyant! 
9\(ayananimiCya' t Latanuprasa isacceptable. Herea doubt may arise: 

In the illustration given for Ananvayalankara - 
'^marava^ayoiyiidcCliam IRamaravatuiyoTiva, the definition given for 
Latanuprasa may apply as there is redundance of both sound and 
sense. This doubt, however, can be cleared thus: In Ananvayalankara 
the main stress is on the redundance of sense, rather than of sound. 
Still, in order to avoid the defect M Apakrama"the soOnd is also repated. 
This, however, is not compulsory. Hence, in Ananvaya, the redundance 
of sense is essnential where in Lata the redundance of both sound and 
sense is important. So there is no over lapping of one figure on the 
other. 

Ananvayeca /aSdaifyamaiicitycidimiLsariyif&m I 

SQsmimstii Cdtahuprast saksacCeva prayojaf&m 10 1 1 

CITRALANKARAS 

When the letters of a particular verse can be arranged in such a 
way that they form into designs like Lotus, wheel etc., it is called 
CitrSlankara. Here Kumarasvamin, adds that though letters are of 
form of sound, being perceived only by the ear, how is it possible to 
say that they form into different shapes like lotus etc. The answer given 
is that though letters are of the form of sound they bring to our mind the 
forms of different designs like lotus. Such letters only are meant here. 
Vidyanatha illustrates different types of designs lotus, wheel and 
serpent. In this connection Kumarasvamin quotes verses that describe 
the details related tp different designs. 
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CHAPTER - VIII 

ARTtiALAlsiKARAPRAKARANA 

0 

1. UPAMA 

After the discussion of the figures that are based on sound, the 
figures based on sense are to be explained. UpamalankSra enjoys 
prominence on account of its being the basis of many figures. 
Kumarasvamin observes that in some cases the similarity is expressed 
as in the case of figures like Pratipa. In other cases it is suggested as 
in the case of figures like Rupaka. 

Vidyanatha explains that the Upamana should be something 
present in the world. The comparison between Upamana and 
Upameya should be charming and is generally based on either Guna 
or Kriya. Vidyanatha reads the definition as follows: 

Svatassiddfizna 6fUnncna sammattna ca d&armatah I 

Sarny amanycmwamasya vacyamctdci^adopama 1 II 

In this definition all the clauses (dalas) are apt. Here the main idea 
is the comparison of the contextual (Prakfta) with the non-contextual 
(Aprakrta). The remaining clauses defend the definition from the 
blemishes of over pervasion, less pervasion and non-applicability. 
Here, the significance of each clause in the definition is examined. The 
first clause is - "Svatassiddha 1 . By the employment pf this clause the 
figure Utpreksa is eliminated. If this clause is not employed, the 
definition given for UpamcT becomes applicable to Utproksp also. 

i Fracam BftUmiBfvujamya/ak pidadHaH f^tindutidyadyutik I 

!Kp^ada^sifwafaI^fu^anitSmanda^amvdbufU^ 
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TraifofyattafiasapraBfUva ^a^uBftam prahtesu zndyctau 2 II 

Here, the fame of Prataparudra is the Upameya ond is contextual 
(Prastuta). As it has been fancied as the laughter of the three worlds 
it could have been a case for Simile. So, the clause 'svatassidhena' 
has to be employed in the definition. Here the laughter of the three 
worlds is something fancied by the poet and is not present in the world. 

The second clause "bhinnena" excludes the figure Ananvaya 
from the purview of the definition. 

‘Santa (of& suvarnadriratruLfa / 

‘Tatfwpi virarudroyam virarudra iva svayant 3 II 

This is an example for Ananvaya only as Upamana and Upameya 
happen to be the same. By the word “Sammatena" there is exclusion 
of defective comparisions. Vidyanatha illustrates how a pleasing 
similarity can be. The verse 'Zldanvdniva' e tc., presents comparison 
of a delectable type.The fourth clause 'Dharmatah 1 excludes the figure 
£lesa. 

nirqayantyandftrapuriramanyafi prcdipajcdairvaravirartidraml 

Candranana gotrapatim rafanyastaraganairmerumiva 
spfturadBfiifi 4 II 

Here, it is said that the ladies of the city are giving Nirajana to 
Prataparudra with the help of big lights as nights offer the same to the 
mountain 'Meru r with groups of stars. The word 'gotra' has two senses 
to convey, one dynasty and the other mountain. The compound 
'CandrcThana'can be split in two ways. 1 . Candra iva dnanatn 
yds Gnt a ft 'a nd 2, Candra tva hnanam ydsantdfi.'. Here, there is verbal 
similarity and not the one based on quality or action. Hence it is a case 
of^lesa. 

m 
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By the fifth douse 'anyena varnyasya sSmyam' the figure Pratipa 
is excluded. In the illustrative verse the mountain 'Meru* which is non 
contextual has been compared with Prataparudra who is contextual 
and as such, it is a case of the figure pratipa and not of Upama. If this 
fifth clause is not employed, the above verse would have been treated 
as s case of Upama. To avoid such a contingency, VidyOnatha 
employed this clause and avoided the defect of overpervasion for the 
definition. 

The sixth clause 'Ekadasamya' helps in avoiding the figure 
Upameyopama 

* D/iiirmo rtfia Ufa jmrnasrirartfU (Cfxarma Ufa stfutati I 

9Qmtastaviva tau £ama iva nidranarcsvarc ’ 5 II 

This is an example for the figure 'Upameyopama 1 as there is 
comparison mentioned more than once in the case of Dharma, Artha 
and Kama. If this clause is not included in the definition, it would have 
been not possible to exclude the figure 'Upameyopama 1 . 

The last and the seventh clause employed is 'Vacya' which means 
thatthe similarity should be expressed. The figures Rupaka, Sandeha, 
Bhrantimat, Ullekha, Apahnava, Tulyayogita, Dipaka, Prativastupama, 
Drstahta, Sahokti, Vyatireka and Nidar^ana have suggested similarity. 
So they are excluded from the purview of this definition. The author 
then takes up verses that illustrate the figures Rupaka, Sandeha, 
Bharantimat, Ullekha and Apahnava and shows how the employment 
of this clause restricts such figures getting into the fold of the definition 
of the figure 'UpamcT. 

Broadly speaking, the figure 'Upama 1 is of two types namely 
'Purrjopama* and 'Luptopcama 1 . 'Purnopama 7 has four constituents, 
’Upamana 1 , 'Upameya', Sadhiararjadharma and S?dr^yavacaka. 
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The absence of any one, two or three of the above four 
constituents is desfgnated as Luptopama. Purnopama is again of two 
types ^rauti and Arthi. The usage of words that suggest the comparison 
like YathcT, Iva etc., makes for Srauti. Arthi, however, occurs where 
there is the employment of words that indirectly convey*similarity like 
Sadr^a, Sankasa, Nika/a and Pratika^a. Again, PurnopamS is of six 
types as the above mentioned two types become six basing on the 
factors sentence, compound and the suffix Taddhita. 

Luptopama' is of ninteen types. The explanation and illustration 
of these types will be taken up after dealing with the varieties of 
Purnopama. 

The suffix 'Vat 1 can be used in two senses. The first occurs in the 
sense of the possessor of similarity (Sadr^a) according to the sutra 
%na tuCyam f^acedvatiA ' 6 . The other in the sense of similarity 7 . The 
employment of the suffix 'Vat' in the sense of 'Iva' makes the £rautf while 
the same suffix employed in the sense of '^ardrsa 1 brings in Arthi type. 
When the suffix 'Vat is used in the sense of 'Sad r^ya'. there can be no 
construabilty of sense unless the common characteristic is expressed. 
Therefore, in Luptopama there can be no 'anuktadharma' and 
Taddhitagata /rauti 1 . If the suffixes 'Kalpap* and 'Deiiyar* are 
employed in the meaning of a 'little less' they indirectly convey 
similarity and hence the variety of Upama that occurs is Arthi. The six 
varieties of 'Purnopama' have been explained and illustrated as 
follows: 

1 . VSkyagapurnfi £rauti : 

In the verse given as an example , 8 the four factors Upamana, 
Upameya, Sadharagadharma and Upamavacaka have been 
employed. The term 'YathS' which directly expresses similarity is also 
employed. Since this has not been compounded with any other word 
the Upama here, is based on a sentence. So this is an apt illustration 
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for Vakyagapurna^autrupama*. 

2* Samasagapurna 4rauti : 

In the verse given as an example 9 for this type the Sun who is 
seated on the east mountain is Upamana where as Virarudra who is 
seated on throne is Upameya. The lustre is the common characteristic 
while W is the sadr/yavacaka. 'Bhasvaniva 1 is taken as a compound 
in the light of the Vartika 'IvmasamSso tnifia^tayaCopaica 
purvapadapra/qti svartvamca This explanation is supplied by 
Kumarasvdmin in his learned commentary . 10 

3* Taddhitagapurna irauti : 

Here in the illustrative verse 11 the suffix Vat' which expresses 
similarity is employed in the sense of 'Iva 1 in accordance with the 
aphorism *Tatra tasytva \ The words like tortoise are Upamana, the 
shoulder of Prataparudra is Upameya, capability to bear the burden 
is the common characteristic, Vat 1 being Vacaka, it is a case of 
Taddhitaga purna srauti 1 . 

4* Vokyagapurna Arthi : 

In the illustrative verse 12 Da^arathi is Upamana, Prataparudra is 
Upameya, pleasing the people is the common characteristic and the 
term 'Samana' which indirectly conveys similarity have been employed. 
Hence this is a case of Vakyagapurna Arthi 

5. Samasagapurna Arthi : 

In the illustrative verse 13 for this type, the ruler of the cardinal point 
is Upamana, the king of the IGSkati kingdom is Upameya, ideal rule is 
the common characteristic and the term Sankaia is the Vacaka. Thus, 
it is a full simile. 'Haridiivara Sanka^ah'shows that it is in a compound. 
As the word Sankasah is a member of the compound it is a case of. 
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'Sam^sagapuirna'. 

6. Taddhitaga puma Art hi : 

In the verse given as an example 14 for this type, it is said that 
Prataparudra is equal to the mountain 'Meru'in greatness. In his valour 
he is like the Sun. In depth, he is like the milky ocean. The moutain 
'Men/, the milky ocean and the Sun are Upamanas where as 
Prataparudra is Upameya, greatness, valour and depth are the 
common characteristics. Here, the suffix employed is 'Vat 1 which is a 
Taddhita suffix. 

Of the Alankarikas, who have spoken different varieties of 
Upama, Udbhata is the first writer to show the divisions based on the 
pecularities of grammar. The writers that followed him have not shown 
these varieties. It is Vidyariatha who revived the method of Udbhata 
by illustrating each of the varieties based on grammatical peculiarities. 

Now, Vidyanatha illustrates the different varieties in Luptopama 
as follows :ln the example given for 'Anuktadharma Vakyaga ^rauri. 
lupta ', 15 people are Upameya. Cakravaka birds etc., are Upmana, the 
word Yatha is Vacaka. As the common characteristics Prafapa, 
Ahlada and ^arasya are not expressed it is Anuktadharma. It is to be 
observed here that the remark of Kumarasvamisomapithin stands in the 
way of proper understanding of the verse. It would be easy if the 
common characteristic is taken as 'taking delight'. In the second 
variety, Anuktadharmasamasaga £rautilupta the foot stool of 
Prataparudra is said to be the Upameya andthedietyisUpamana. Iva 
is vacaka. Here the common characteristic is absent. So it is a case 
of Dharmalupta. In the third, the sound of the battle drum is Upameya 
where as the sound of the thnderbolt is Upamana. The word Tulya is 
Vacaka. By the word 'Tulya' the suggestion of being ferocious is 
meant, but it is not expressed and so it is a case of Anuktadharma. As 
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there is the word Tulya' as Sadr/avacaka it is Arthi. As it is not in a 
compounded it is Vakyaga. Hence it is a case of Anuktadharma 
Vakyaga arthTlupta’. In the fourth, the absence of common characteristic 
makes it a case of Dharmalupta As the Vacaka Sadtia is a member 
of the compound it is SamasagatcT and the employment of common 
characteristic makes it Arthi. Here the Upamana is the town Alaka. The 
Upameya is the towri Ekd^ila Hence it is a case of Anukatadharma 
SamSsagaarthi lupta. In the fifth the common chacracteristic is absent. 
So it becomes Anuktadharma. Here the form of PratSparudra is the 
Upameya and Cupid is the Upamana. The employment of the suffix 
'Kalpap* is Taddhita and hence it is Taddhitaga Arthi. So, it is a case 
of Anuktadharma Taddhitagja Arthi lupta. 

In the sixth as both the common characteristic as well as the 
Sadrsyavacak a are not expressed it is a case of Luptopama. Here 
ocean is the Upameya and milky-ocean is the Upamana. The common 
characteristic whiteness is not mentioned. The particle 'iva' too is 
absent. Hence this is a case of Anuktadharmevadih karma kyaca 
lupta. In the seventh the Sadriyavacaka is included in the suffix 'Kyac*. 
Here the Upameya is Gotra mountain and the hill for play is the 
Upamana. Hence it is a case of Anukta karmevadihadh5rakyac<5 
luprtT. In the eighth both the common characteristic and the term 
expressing similarity are absent while the latter is concealed in the 
suffix 'namul'. Here the moon is the Upameya and the sun is the 
Upamana. Hence this is a case of Anuktadharmevadih Karmanamula 

9 * 

lupta. Coming to the ninth the term expressing similarity is absent in 
view of the usage of the suffix namul. Similarly the Common 
characteristic is also absent. Here the sword of Prataparudra is the 
Upameya and the punishing rod etc., is the Upamana. Hence this is 
a case of Anuktadharmevadih Kartrnamula lupta. In the tenth the other 
items being common there is the employment of the suffix 'Kvip'. The 
moon light like qualities of Prataparudra is the Upameya and the flow 



of ambrosia etc., is the UpamSna. Hence, this is a case of 
Anuktadharmevadih Kvipa lupta 

In the eleventh, similarity, the term expressing similarity and the 
Upameya are absent. The Upameya and the term expressing 
similarity get elided on account of grammatical implications involved 
in the employment of the suffix 'Kyac'. Here the form of fame which is 
in accusative is the Upameya. Jyotsna in the accusative is the 
Upamana. Hence it is a case of Anuktadharmevadih KartrkyacS lupta. 
In the twelfth three are absent and these three are to be known through 
'Kyan'. Here the hands of Prat<5parudra are the Upameya and the 
serpent £esa is the Upamana. Hence this is a case of 
Anuktadharmevadih Kart[ KyancT lupta. In the thirteenth Upamana 
only is absent. In the illustration * Vadanyo ndhyosti’ etc., 16 there is the 
denial of Upamana alone. The term Sama expressing similarity is not 
in a compound. Hence this is a case of Anuktopamana Vakyaga lupta. 
In the fourteenth variety there isthe employementof the term expressing 
similarity in a compound and as in the above case there is elision ofthe 
Upamana. In the verse illustrated '‘VvranuCra samo raja'e tc., 17 it is said 
that there is no other king comparable to Prat<5parudra. Thus there is 
elision of Upamana. So this is a case of AnuktopamcTnasamasaga' 
lupta? In the fifteenth both the common characteristic and the 
Upam’Qna are not expressed. In the verse 'Lofe 
n^rarudrartrpau/i 48 etc., it is said that there is nothing in the world that 
equals the fame of Prafaparudro. Thus there is the elision of U pamana 
and also there is no mention about the common characteristic. Hence 
this is a case of Anuktadharmopamaina vakyaga lupta. 

While illustrating the sixteenth variety Vidyanatha composes the 
verse ^Oh'ti^opadnidCytxfti 1 etc. 19 . One finds the elision of the common 
characteristic and the Upamana. Since the word that conveys 
similarity is in the compound it is a case of samasaga lupta. So this is 
a case of 'Anuktadharmopamana samasaga lupta'. In the seventeenth, 

155 



the term expressing similarity is absent. In the verse 
'jtoatamusna6Ganusnam' etc. 20 there is deletion of the term that 
conveys similarity. Hence this is a case of Anuktevadih samasaga 
lupta. In eighteenth, the verse illustrated in yfafcatindra rant [ykati 
etc. Here is the deletion of the common characteristic, the term that 
conveys similarity and Upamana. Hence this is a case of 
Anuktadharmevadyupamana samasaga lupta. 

The common characteristic is of two kinds. Sometimes it is 
mentioned only once as related to UparrfQna and Upameya, or it may 
be mentioned separate as belonging to them. When there is separate 
mention there can be Vastuprativastubhava or Bimbapratibimbabhava. 
When thecommon characteristic is expressed by two different terms it 
is YastuprativastubhOVa'. If two characteristics are expressed by two 
different terms it is Bimbapratibimbabhava. The first variety where the 
common characteristic is employed only once is illustrated in the verse- 

'fA (rpafi pranaUmiurctfumaft * etc. 22 Here in the case of kings and 
disciples, the common characteristic ‘with bent down heads' is employed 
only once. Similarly in the case of the king and the precepter, the 
common characteristic is disciplining the indisciplined. 

In the verse "Vam/o'yam kakatiyanam” etc., 23 the 
Vastuprativastubhava is illustrated. Here the two terms Bhusita and 
Pariskrta convey the same idea. Hence it is an instance of 
Vastuprativastubhava. As regards Bimbapratibimbabhava the 
illustrated verse is 'Spfiurat svtetapatraJnft etc. 24 Here there is 
similarity between the disc of the moon and the white umbrella. This 
similarity brings about the similarity between the king of the ICakati 
dynasty and the golden mountain. Hence this is a case of 
Bimbapratibimbabhava. The figure Upama is again of two types : 

1 . That deals with all aspects. 


156 



2. That applies only in a particular aspect. 

The verse 'ViBf&ttBfMrdyaurwa' etc. 25 the first variety is illustrated. 
In the verse '&vipai/carad6(ii(t etc., 26 the second variety is illustrated. 
Here the idea that the army is like the ocean is known though un- 
expressed. This figure is also seen in the series. The verse 'fKsmdati 
9&mudati etc., 27 there are many Upamanas for a single Upameya. In 
the figure Upama the similarity is even as it is based on 
'Bhedabhedasa’dharaga 1 . Other varieties whch are not mentioned 
here, may also be known. 

2. ANANVAYA : 

The figure Ananvaya occurs where the same object is treated as 
both Upama na and Upameya. This is done with a view to convey that 
there is no other object comparable to the one under context. The 
verse 'Virarudroyam zrirarudra iva svayam etc. 28 is the illustration 
given. 

Here Virarudra is both Upamana and Upameya. Hence it results 
that there is no other person comparable to him. 

3. UPAMEYOPAMA : 

When two things are alternatively dealt with as Upamana and 
Upameya, the figure is UpameyopamTT. In the figure Ananvaya, 
Upamanopameyabh<5va is experessed in a. single sentence where as 
in this figure it resorts to two separate sentences. The example which 
has already been given under upama is follows : '2>fwrmo'rt/ia iva 
purnafnli'elc. Here Dharma and Artha are alternatively treated as the 
Upamana and the Upameya. 

4* SMARANA : 

Among the figures which are based on 
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'BhedabhedasadhSranasadharmya 1 , the last is Smaraijalahkara. When 
a particular thing is experienced, the recollection of a thing similar to 
it constitute the figure Smarana.ln the verse given as an example 
'Rajn^rprataparudrenp 1 etc., it is stated that the people in the reign of 
Prataparudra recollected the great kings Hari^candra, Nala etc., 
Rudrata is said to be the first Alankarika to define this figure. Mammata 

0 

and Vi^variatha define Smarana as the recollection of a particular 
object when a similar one is seen . 29 Kumarasvamin observes that this 
figure has no place in cases where the recollection is not based on 
similarity. Hence, in the verse ‘Sltranugodam mrgaya nivrttafi ‘ etc ., 30 
does not illustrate the figure Smarana. 

5. RUPAKA : 

There are some figures here based on super-imposition. Rupaka 
is the first amongst them.The definition of Rupaka given Vidyanatha is 
as follows : 

'Sbropavisayasya syadatirofiiUirupi{iaft I 

Zip aranaj a^am aropyamanam tadnlpaJ^ammatam ' 31 II 

Here in the definition, by virtue of the word 'Aropyavisayasya' 
there is exclusion of Utpreksa which is based on Adhyavasaya. 
Upama also differs from Rupaka because there is no super imposition. 
By the word 'atirohifarupa 1 there is the exclusion of such figures like 
Sandeha, Bhrantimat, Apahnuti etc. In Sandeha the Visaya on 
account of its being the object of doubt, gets eclipsed. In the figure 
Bhrantimat also there is the eclipse of the Visaya by Bhranti or 
delusion. In the figure Aphahnuti too, on account of concealment, 
there is the eclipse of the Visaya. The word Uparanjaka helps the 
exclusion of the figure Parinama. In Parigarna the Visayi is only useful 
in the context, but it does not serve as Uparanjaka. Hence, the 
difference. In the conclusion Rupaka is different from all other figures 
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based on similarity and super-imposition. 

The figure Rupaka is of eight kinds. First it is of three types - 
Savayava, Niravayava and Paramparita. Savayavarupaka is again 
of two kinds Samastavastuvisaya and Ekade^avarti. Niravayava too 
is of two types KevalcT and MalQ. Paramparita is also of two types that 
involve £lesa and that does not involve J>lesa. These two varieties 
again become four as based on KevalaT and MalST! Thus all the 
varieties put together become eight. Super-imposition is the process 
where the characteristic of one object i$ attributed to another. 

' To illustrate the first variety, Vidyanatha quotes the verse 
'yatrapfavrsi virarudranjpatefi' etc/ 32 Here r Ya£ah kandalah' is the 
'angirupaka' and the rest are 'angarupakas'. Hence this is an 
illustration for Samastavastuvisaya. 

The second type is illustrated in the verse ^ras^fu^dvaldyanUtr^' 
etc. 33 Here, there is super-imposition of flowers on the qualities of 
Prataparudra. The Rupaka related to the king and the f Kalpa' tree is 
suggested. Hence, this is Ekadesavivarti Rupaka. 

The third variety is illustrated in the verse 
etc. 34 Here there is only avayava Rupaka where there is a super 
imposition of cauldron on the Rodas . 

The fourth variety i.e., 'Malaniravayava' is illustrated in the verse 
'iRgjnatn mmiCwiSfui^and sragamatti' etc. 35 . Here there is a Series of 
metaphors unconnected and independent. 

The next variety 'Paramparita 1 is illustrated in the verse 
'Tratopartidradevasyde tc. 35 Since the word 'Rajamandald 1 isSlista it 
is q case of Slista paramparita. The same in series is illustrated in the 
verse 'Tadmottasa safiasra6fumu' etc. 37 This variety is seen even 
without £lesa. To illustrate Aslijtakevalaparamparita. '2$(&tiyasya 
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dxtgdRatdfUfi' etc?* is the verse givenl Again series of the same is seen 
illustrated in the verse “‘Dwasivisajilivaya etc . 39 This 

A&istam^lapciramparita variety is also possible with dissimilar 
characteristics. For instance, in the verse Vrasandfiafaramadfiyaftna 
etc. 40 ., opposite factors like Andhakara, and Madhyahna have been 
employed.Thus the eight varieties of Rupaka have been illustrated and 
explained. These eight varieties become sixteen when based on a 
sentence or a compound. 

6. PARI NAM A : 

* 

Parinama is the figure where the super-imposed object incapable 
of accomplishing the desired action, takes the form of the contextual 
object.lt is to be noted that the earlier Alankarikas fail to define this 
figure. It is also note worthy that Viivanatha the contemporary of 
Vidyanatha defines Parinama . 41 This Parinama is of two types based 
on the factors 'Samanadhikaranya' and 'Vaiyadhikaranya'. In the 
verse '^afvattyascCd&and etc ., 42 the words expressing both Visaya 
and Vi§ayi have the same case ending. Hence, this verse illustrates the 
first type of Parigama. As regards the second Vidyanatha presents the 
verse 

etc . 43 

Here the word conveying Visayi carries accusative singular suffix 
while that of the Visaya carries instrumental plural suffix. Thus it is a 
case of Vaiyadhikaragya parigama. 

In the figure Samasokti, though the super-imposed idea is useful 
in the contextual, action, it is different from Parinama as in Samasokti 
it 'is suggested and not expressed. 

7. SANDEHA : 

When the Upamana and the Upameya become a matter of doubt 
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on account of similarity, the figure is Sandeha. In the treatment of the 
figure sandehq there is a close resemblance of the concept between 
Vidyanatha and Vi^vanatha. 44 There isfhe difference in nomenclature 
between Vidyanatha and Bhoja as the latter calls it as Vitarka. While 
Bhamha is silent Dandin includes this figure under comparison. 
Mammata, hpwever defines that Sandeha occurs in both the cases 
whether the difference between Upanriana and Upameya 
is expressed 45 or not. According to both Vi£vanatha and Vidyanatha 
the figure Sandeha is of three types i. Buddha, ii. Niscayagarbha and 
iii. Niscgyanta. 

Where simple doubt without any conclusion has been described, 
it is Buddha, the verse 'iKjmesa navamo ftaritpatih' etc., is the 
illustration. Where certainity has been concealed and not expressed, 
there it is Niscayagarbha. '^afaMfifomayam' etc., 46 is the verse given 
in this connection as an illustration. Where there is culmination in 
definiteness the third variety of Sandeha occurs '9$ m 
9(^padrumamatyarisr(ya mu' etc. 47 is the illustration given. 

8. BHARANTIMAT : 

When the Upameya becomes eclipsed by Upamana due to 
similarity the figure is Bhrantiman. The similarity should be acceptable 
to the Ponnoiseur. Thus the illusions like silver in oyster and the serpent 
in a rope are excluded because in such places the similarity is not 
acceptable to poets and connoiseurs. The difference between the 
Rupaka and the Bhrantimat is evident as the comparison in the Rupaka 
is intentional. One may infer that Danjlin^ Mahopama is nothing but 
the Bhrantiman through his illustration. 48 In the illustrated verse it is 
observed that all pervasive fame of Prafaparudra has been mistaken 
as the moon light by the Cakora birds. 
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9* APAHNAVA : 


On account of similarity if the Visaya is negated as such and 
another is super-imposed in its place, the figure is Apahnuti. It is of three 
types. 

i. Concealment and then superimposition. 

ii. First superimposition and then concealment. 

iii. The employment of words like "Chala" etc., in order to express 
falsification. 

Vidyanatha closely follows Ruyyaka in defining Aphnuti as 
having three varieties . 49 On the other hand, neither Dandin nor 
Vi/vanatha speak of the three aspects of this figure. 50 
’ZldzfcCacaturarnazn/^Ti^^fi. 0 e\c. f 5] is the verse where in the first two 
varieties are illustrated. For the third variety 
'Sa7vamfafatwirarudrcu{fmrafii'e\c., 52 is shown as an example. 

10. ULLEKHA : 

When a single object is viewed differently either for a certain 
purpose or poetic fancy or £lesa, the figure is Ullekha. In the example 
given for the poetic facny 53 the capital of Virarudra has been taken 
as the dwelling of lords like Srinivasa by different kings according to 
their own taste. In the second type 54 the king of Kakati.has been 
described in various ways by various poets through £le$a. 

11. UTPREKSA : 

* 

Utpreksa is the figure based on Adhyavasaya. This Adhyavasaya 
is of two types : 

i. Where the Visayi has been concealed and 

ii. Where the Visaya has been concealed. 



Utpreksa is the figure where one object on account of some 
characteristics related to another is fancied as that object. Again, it is 
of two kinds as expressed and suggested. Where terms like Nunam, 
(Dhruvam), Prayah etc., that express fancy are employed, it is a case 
of expressed figure. Where the above have not been employed the 
figure is said to be suggested. Basing on species, activity, quality and 
matter (Jati, Kriya, Guna and Dravya) it is again of four kinds. Again 
on the criteria of existence and non-existence, it becomes eight fold. 
These eight varieties become sixteen when quality and action have 
been chosen as the cause for fancying. When it is suggested, it is 
another variety. These two occur only in the figure when it is 
expressed. In the suggested figure, however, these two figufesTdl to 
occur as the figure becomes supportless on account of non-employment 
of "iva 1 etc., and the cause. Similarly species, action, quality and matter 
can individually be dealt with in three ways : 

i. in its own form 

ii. as a cause, and 

iii. as the fruit. 

Thus the figure comes to have many varieties. In the figure 
expressed, when cause or fruit has been fancied, the means of 
fancying should necessarily be employed. If the fruit has not been 
mentioned, simple mention of the means is not easily understood. 
Similarly, when the means fail to be mentioned, employment of fruit 
also becomes unintelligible. This is because both are so closely 
interrelated. In Hetutpreksa, the fruit is the means. If it is not employed, 
the fancying of the cause becomes meaningless. In the case of 
Phalotpreksa the means is the cause and if it is not employed it also 
becomes confusing. KumHrasvamin calculates the number of varieties 
to be ninetysix. 

Now, Vidyanatha goes to illustrate different varieties of Utprek$a. 
In the verse 'ffra taparudra nrpaUraparo (grttsagort etc ., 55 the means 
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is submerging and the cause submitted is contact with the notoriety of 
the bad kings. In another illustration M JayaJrivasapadmasyae\c. t 56 the 
means is the entrance of the Sun in the sword of the king. The fruit is 
to make the lotus blossom. Both these factors require to be mentioned, 
as without them, the body of the figure becomes in comprehensible. 
So, only in Svarupotpreksa, we have two varieties basing on the 
employment and non-employment of the means. Thus Vidyanatha 
arrives at fourteen varieties of the figure when it is expressed. Similarly 
Jatyutpreksa also has fourteen varieties. Those based on quality, 
action and matter also have similar varieties. Thus, summing up, there 
arise fiftysix varieties in the expressed figure. In the figure suggested, 
however, there can be only forty two varieties. 

In Svarupotpreksa^ however, since the means has necessarily to 
be mentioned, there is scope only for one variety. Earlier writers, 
however,accept quality and action (Guna and Kriya) as menas and 
object in the figure. 

Though ninetysix varieties have been mentioned, only fiftysix of 
them have charm. Here follows the illustration of some of the varieties. 
To illustrate 'Upattagunanimittajafibhavasvanjpotpreksa 1 , Vidyanatha 

composes the verse M 9Qrtifi 9(fi£ati znra rudranjpaufi' etc. 57 Hefethe 
word 'Prabha' expresses the species. Here one can not speak of 
Upama since the laughter of the three worlds is a poetical fancy and 
is not real. 


The verse 'Vvrasya Tudrcmrpatdi priyavaCCaSfiasyahtc., 58 illustrates 
the variety ’Upattakriyahimittajatibhava svrupotprek§a'. Here the 
horripulation is fancied. To be pleased is the means. The verse 
T Prataparudra$ya nakhendukanti^ etc ., 59 illustrates the variety 
'Anupattanimittajatibhava svarupotprekja’. Here, in the statement 
f dipikeva' the word 'dipika' stands for species and it is fancied. 
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To illustrate the variety 'Upattagunanimittajatyabhava 
svarupotpreksa 1 , Vidyanatha gives the verse ! Trataparudrasya 
jyu^dntrtormidfiautd etc.* 0 The figure is suggested here as there is no 
word expressing fancy. The variety 'Anupattanimita jatyabhava 
svarupotpreksa 1 is seen illustrated in the verse 
'foi/amjcturvifvaprasrtamahaso' etc. 61 Here the statement r asuryam' 
shows that it is a case of absence of species. 

Next, tf Udararitya bfvujaya prataparudrasyd etc., 62 illustrates 
'Jatihetutpreksa.' Here, the species, has been chosen as the cause of 
fancying. Another variety 'Jatyabhava hetutpreksa* is illustrated by the 
verse '(Bhumzral&pazrrfeatvciditidBdtd etc. 63 Here, the absence of 
'Kalpa' tree shows that the absence of its species has been chosen as 
a cause.The same species has been chosen as a cause. The same 
species has been fancied as the fruit in the verse (unam 
visvamBfiaradBdrd etc. 64 Here the statement 'stambhibhavitum' shows 
that the species is chosen as the fruit. The absence of species is 
sometimes chosen as the fruit. This is seen illustrated in the verse 
g Tasunavadftyana[o(^ya 65 etc. Here the absence of manliness is 
chosen as the fruit. Now, 'Kriya svarupotpreksa* is seen illustrated in 
the verse 'Jri£aj&tiyanrpaurdvi$addn^ etc. 66 Here 

'pratyuttaranidadativa' shows that it is a case of 'Kriyasvarupotprek^a' 
Sometimes the absence of action becomes the object of fancying. In 
the verse ^imu^Besati JQif&tiBgitindrt' etc., 67 the absence of offer as 
expressed by the term 'adadanam' is fancied. Again, the verse 
'2(pjnam parvanturod BBcdafi' etc., 68 has the action as its cause for 
fancying. The verse 'OQLpoCapfudaf^vasyaB CKatfuim Bkutva etc, 69 
illustrates the variety Kriya hetvabhavotpreksa. In the verse 
“(DamBBodsamramBfia rrurfuyiyopciB' 70 etc., the action has been fancied 
as the fruit. The absence of action, too sometimes is chosen as the fruit 
of fancying. In the verse 'SwZdri£unje$u znBSra6fuyafr' etc., 71 the 
statement 'asamsprastumiva' shows Kriyabhava or actionlessness. 
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Now the varieties, based on qualities are illustrated. In the verse, 
'Cakasti O&iaUndrasya 9qplfol&am6firamAfi' etc. 72 Prasada or 
grace which is a quality is fancied. In the verse 'Prataparudrasya 
mahabhiseka' etc., 73 the absence of quality is fancied. In the verse 
'Jayalriyama ^rayatamupetalV etc., 74 a quality has been fancied as 
the cause. In the statement 'asyaeva' the quality jealousy is chosen as 
the cause for fancying. The verse 'Jatavayarh samprati' etc., 75 
illustrates the same. Here, the statement 'apramodadiva' shows that 
the absence of 'pramoda' is chosen as a cause. We find quality 
sometimes is fancied as the fruit. In the verse 'Asisam visadhumranam 
etc. 76 purity which is a quality is fancied as the fruit. In the verse 
'Arriycwasatj i tc i 6 Siu£fu3-T^Ss'u 1 etc., 77 the absence of a quality is fancied 
as the fruit. Here, the a bsence of rivalry is chosen as the fruit. The verse 
%nityamasmin paripurnateti' etc., 78 illustrates the variety 

Dravyasvarupotpreksa.' Here, the moon is Dravya. In thd following 
verse M SinanyaJax£ftaranaddnasautufc r e\c., 79 the absence of Dravya is 
fancied. In this verse the heaven is fancied as not having the tree 
Parijata. The same Dravya sometimes is chosen as the cause. In the 
verse 'ttatdparudrcu&Tjana y&maBftrtpakga' etc., 80 the statement 
'apareneva vajrina 1 shows that Dravya has been chosen as the cause. 
In the following verse “2(flkaiiyapratapo$nta viLinanycna mcrurR! 
etc., 01 the absence of Dravya is fancied as the cause. Sometimes, we 
find Dravuya as the fruit in fancying. In the verse ’Dugdharnava 
j^afayeva 1 etc., 82 Dravya has been chosen as the fruit. Sometimes even 
Dravyabhava 1 is chosen as the fruit of fancying. Here in the verse 
Wrarudra nartndrasya jayaprastfwna samBfuwatn ' etc., 83 the globe 
concealed by dust is fancied as having no space. Thus some of the 
prominent varieties of Utpreksahave been illustrated. The illustrations 
of the other varieties, however, can be known in different places of 
Poetry. 
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12. AT|/aYOKTI : 

While the Utpreksa is based on sadhyasadhyavasaya, the 
Atiiayokti is based on Siddhasadhyavasaya. where fhe Upameya 

gets elided by poetic genius and where only Upamana is mentioned, 
there the figure is Atiiayokti. This is of four typ es . 

* 

i. to say non-difference in difference, 

ii. to mention difference in non-difference 

iii. in cases where there is the absence of relation is mentioned, and 

iv. to mention relationship where there is no relationship. 

A fifth case where the sequence of cause and effect is reversed, 
is mentioned under this figure. Though this variety fails to have 
Adhyavasaya as its basis, it has the poetic, ngenuity to qualify it as one 
of the varieties of this figure. Now, Vidyanatha proceeds to illustrate 
the varieties one by one. 

h the verse^ given as an example for Bhedabhedati/ayokti 
•StHanc JdaCpataruijataJi ' etc ., 84 Abhedhadhyavasaya 'dAs been 
effected between Prataparudra and Kalpavrksa. | n the verse given as 
an example for Abhedabhedati/ayokti , 85 though there is no difference 
in the qualities of Prataparudra, a difference ha s been mentioned. In 
the verse given to illustrate Sam band holiday okti, « though Prataparudra 
has been the creation of the creator, it is said that he is not created by 
the creator. In the verse given asan example for the fourth type, though 
there was no such conversation between the Brahman and the Vi$iju, 
it has been said as having taken place between them. The fifth type 
stands for Karyakarana paurvaparya viparyaya ti /ayokti. To illustrate 
this type, Vidyanatha composes the verse 'Matalj katham Kakatin^tha' 
etc . 87 Here, the effect is the fall of Cupid's arrow. The cause is the fall 
of the sight of Prataparudra. The sequence of the cause and the effect 
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has been reversed. Hence, this is a case ofthe fifth variety of Ati^ayokti. 
There may be a sixth type where simultaneity for cause and effect has 
been mentioned. But this comes under the scope of the figure Sahokti. 

13 SAHOKTI : 

Sahokti is the figure where there is construability between two 
things. This should be based on Ati^ayokti or exaggeration and should 
culminate in conveying similarity. Here, the similarity is not factual.lt 
hastwo types, namely, Karyakarana viparyayati^ayoktimulaka Sahokti 
and the Sahokti which is based on Bhedabhedati^ayokti. In the 
example ^ndfira/^^a^firtsuBfiata/id/iara^ etc., 08 it is said that the 
edges of the sward and the celestrical garlands simultaneously fall on 
the necks of the enemy kings. Here the fall of the sword is the cause 
and the fall of the celestial garlands, is the effect. Here both have been 
said to take place at the same moment. In the example for the second 
type \ Vine dine rudra narddftipasyd etc ., 89 there is olesa between the 
Udaya mountains and the prosperity. Thus the second variety, here is 
based on Slesa. 

14 VINOKTI : 

Where an object is spoken of as devoid of beauty or ugliness on 
account of the absence of some other object, the figure is Vinokti. 
Vinokti is of h^o types as 'Aramyatavinokti' and 'Ramyatavinokti 1 . In 
the example given for the first type 90 it is said that there is no beauty 
for the poetic piece, without the description of the qualities of 
Prataparudra. In the second verse it is said that when Prafaparudra 
shines, the moon can only shine without his stain. 9 ’ 

15. SAMASOKTI : 

Due to the similarity in Ukti, Samasokti is being explained after 
Vinokti. There is difference of opinion among the Alahkarikas 
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regarding this figure. While Bhamaha considers Samasokti as an 
expression intended to convey a suggestion, Dandin opines it as a 
succinct expression in itself. 92 Mammata speaks of the presence of 
paronomastic adjectives in Samasokti as the means to suggest some 
other things. 93 Vi^vanatha, on the otherhand, divides it into three 
categories viz., Samakaryottha, Samalingottha and Samavi^esanottha 

i.e., based on similarity of action, gender and attribute. 94 


However, according to Vidyanatha if a non-contextual idea 
strikes on account of commonness of attributes related to a contextual 
idea, the figure is Samasokti. Broadly speaking, this is of three types. 

i. Slistavi^esanasamyamuia 

ii. Sadharaijavi^esanamula 

iii. Aupamyagarbhvi^e§ar)amula 


In the verse given as an example for the first variety, 95 the 
loosening of the girdle, horripulation, Raga are the Slista words. Due 
to the capacity of Krpanalatika, the suggestion of a particular Praucjha 
heroine has been made. In the same way in the words Anurakta, 
Bhavavivasa etc., pertaining to enemy kings, there is the suggestion of 
erotic heroes. In the illustrative verse for the second type, 96 as the 
adjectives for the sentiments of erotics and furious are common, there 
is a suggestion of the affair related to hero and the heroine. In these 
two cases the suggested idea is ^rngararasabhasa as there is the 
suggestion of many heroes. In RasaprakaraQa Vidyanatha quotes : 


'T.f^trawahuragascct tiryah mlecchagato piva I 

ybsito 6afuisaf^cedrasMfw match' 97 II 

In the verse given as an illustration for the third variety, the 
attributes 'gunaratnaughaifi ’ 98 etc., have an element of similarity in 
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themselves. This similarity enables one to get the suggestion of an 
ocean. Aprakrtavyavahara samaropa i.e., the super- imposition of the 
affair of a non-contextual object is sine-que-non of Samasokti. This 
Vyavaharasamaropa is of four kinds. Sometimes an idea related to 
the world is super - imposed on another idea related to the world, 
which is contextual. It may sometimes be ah idea related to any of the 
wellknown sciences. Similarly an idea related to a particular science 
may be super- imposed on another idea related to a different science. 
Qr an idea related to the world can also be super - imposed on an idea 
related to a science. 

Kumarasvamin in his commentary brings out the difference 
between Samasokti and Rupaka. The super-imposition of a non- 
contextual on the contextual is the chief characteristic of Samasokti. 
There is an argument that since this element is present even in Rupaka, 
Samasokti can as well be included under Rupaka. But.the difference 
is this : 

In Rupaka we see Aprakrtavastu svaruparopa i.e., the super 
imposition of a non-contextual object while in Samasokti one can see 
Aprakrtavastu vyavahararopa i.e., the super imposition of the affair of 
a non-contextual object. Thus one cannot be included in the other. 

The verse “St^Uui^c^fiuradiuUStM (DahaCaj^mt* etc ., 99 is given 
as an example for the first variety. Here, there is super - imposition of 
the affair of the cordinal elephant named Sarvabhauma on a contextual 
idea related to the world. 

The verse 'QumpramZuztw. nijtna etc., 100 illustrates the super- 
imposition of the idea of logic on the worldly affair related to 
Prataparudra. 

In the verse Jfyurvartfiaf(^fiaguru' e tc, 101 there is super-imposition 
of an idea related to Tantraiastra on an idea related to Alankaraiastra. 
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In the verse & Saldft/(Sra Casadvar&a etc., 102 the affair of a heroine 
is super-imposed on an idea related to Alankara^astra. 

16* VAKROKTI : 

If a statement made to express some idea gives a different idea 
also by virtue of Kaku or £le$a, there the figure is Vakrokti. Though all 
figures are of different kinds of expression (Uktivaicitrya) Vakrokti 
differs from them all by virtue of peculiarity of its definition.Vakrokti is 
said to be of two types i.e., Kakumulavakrokti and £le^amulavakrokti. 
In the verse which is given as an illustration for the former, 103 it is said 
that a maid of a heroine consoles her madam who is distressed for the 
non arrival of her beloved. In the first part of the verse, it is said that 
though the king (the beloved) is attached to many women he is 
particularly in love with a Nayika named '^ri'. Here, by virtue of Kaku; 
it is known that the lady is no way inferior to '^ri'. Hence she need not 
have any sense of inferiority about herself. 

In the verse which is given as an example for the latter type 104 the 
maid takes other meaning than the intended one by the capacity of 
*>lesa. Here, the words 'Raja', Ksonibhjttilakah', 'Rudradeva' and 
Gotrasarodbhava' are paranomastically used. Hence the other 
senses, moon, mountain, Lord Siva and goddess Parvati help the 
conveyance of a second sense. 

17. SVABHAVOKTI : 

Sva’bhavokti is one where the description is made beautifully 
resorting to the reality. In the illustrative verse 'Mada^cuta nartita 
kargatalam' etc. 105 the behaviour of an elephant has been realistically 
described. 

18. VYAJOKTI: 

The concealment of a particular thing basing on concealed 
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similarity is Vyajokti. In the ilustrative verse 106 the horripulation due to 
receival of the hand of the 'Ksom' is concealed and is presented to the 
coolness of the water brought for coronation anointment, 

Vamana is the first Alankarika who mentions this figure under the 
name 'Mayokti' 107 The definitions of Mammata and Vi^vanatha 
correspond to each other 108 . It is to be noted that Jaganriatha does 
not mention this figure at all. 

19. MILANA : 

When a thing has been concealed by another, the figure is 
Milana. This is of two types. The concealment of an outward feature 
by an innate one and vice versa. The first variety is illustrated in the 
verse 'ZlyraiAf^a^tivirarudranipatc^ 0 etc., 1 09 in which it is said that the 
natural or innate head due to cupid eclipses the one due to travel in 
the desert. The second is illustrated in the verse 'Traiaparudrasya 
6fiujaprabfuwat * etc., 1 10 Here the innate feature is shivering etc., due 
to love for one's beloved. The outward feature, however, is one due 
to fear.The former has been concealed by the latter. 

Rudrata may be considered as the first one among the ancient 
Alankarikas to mention this figure , U1 In the figure Vyajokti if the 
pretext which conceals a particular thing is important, in the figure 
Apdhnuti the thing that has been hidden deserves emphasis. But in the 
figure Milana we find a particular thing hiding in another, for, the 
excellence of one eclipses the other. 112 

20. SAMANYA : 

When an object on account of its similarity with another cannot 
be differentiated, the figure is Samanya. The verse given for illustration 
is “iK^ddsaduydfmrifavayanaflamsc 'etc. 113 Here the mountain Kailasa, 
milky oecan and the swan of Brahman could not be distinguished on 
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account of their non-difference with the fame of Prataparudra. 

Mammata is said to be the first Alankarika to define this figure . 114 

21. TADGUNA : 

* 

Leaving one's inferior qualities, if an object takes up the superior 
qualities of another nearby, the figure is Tadguna. The verse 
“TrataparudradevanyfiriTU i£fLa etc ., 1 15 illustrates this figure. Here it has 
been said that the gems steded in the crown of the king leave their red 
dolour and take up the white colour of the nails of the feet of 
Prataparudra. There is no considerable difference in the concept of 
this figure among Alahkarikas. 116 

22. ATADGUAN : 

If a thing, does not receive the qualities of some other thing inspite 
of the presence of a sound reason, the figure is Atadguna. 117 In the 
illustrative verse 'Isfiriam samayd jagatyatati' etc., it is said that despite 
the fact that lord ^va is shining in his white colour, Visnu in his blue 
colour and the creator Brahman in his gold colour, the fame of 
Prataparudra roams in the three worlds with its own effulgence. 

23. VIRODHA : 

When an inconsistency that is apprehended in the beginning 
stands answered later, the figure is Virodha. The figure Virodha is of 
ten types as follows : 

\)^hen there is inconsistency of 'Jati' with the factors *Jati* etc., there 
arise four varieties. Similarly the inconsistency of 'Kriya with Kriya' etc., 
gives rise to three varieties. Again 'Guna' when it is inconsistent with 
'Guna 1 and 'Dravya' there arise two varieties. Lastly 'Dravya' when it 
is inconsistent with another "Dravya 1 gives rise to one variety. Thus in 
total the figure Virodha comes to have ten varieties. Vi^vanatha also 
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endorses this view 1 15 . But Jagannatha accepts only two varieties as 
Buddha and £lesamula, dismissing the classification based on Jati etc, 
on the ground that it is not beautiful. 119 


However, Vidyanatha illustrates all the ten varieties as follows : 

I n the verse '£adma£aropiviCasati'e tc ., 1 20 there is conflict between one 

Jati and another Jati and also there is conflict belween Jati and Kriyd. 

Here in the first part of the verse, it is said that the lake is without water 

(jada). Hence it illustrates the first variety. In the second part of the 

verse, there is 'Jati kriyavirodha' It is said, here, that the flow of pure 

water causes grief. Thus there is JStikriySvirodha. Here it is based on 

Slesa as the words 'Jada and 'Taravari' involve two senses. 

* 

'In the verse 'Amadah sarvabhaumo'pi' etc., 121 there is 
inconsistency between 'Jati' and 'Guna' and between 'Jati' and 
'Dravya'. Though the king is a Sarvabhauma, he is unintoxicated. This 
illustration shows the.inconsistency between 'Jati' and 'Guna*. Again 
the statement *BhEsvanapi ^afcnutffi£'illustrate$ inconsistency between 
’Jati 1 and 'Dravya'. Here too, there is the basis of 'jJle^a.' 

In the verse \ Vfiarmadvisamartf utmusamca etc ., 122 there is conflict 
between one 'Kriya 1 and another 'Kriya'. It is said that the one who 
defeats the enemies of 'Dharma' and 'Artha' feels effection towardsthe 
enemy of 'Kama'. Thus there is conflict between one Kriya and 
another. 

In the verse '^ajunuvtfwopigotravatsaCya etc ., 123 there is 
conflict between 'Kriya' and 'Guna' and 'Kriya' and 'Dravya'. The 
statement 'jisnutHfarasya ^tra«;aty<ifi/a'illustrates'Kriyagunavirodha' 
Simflady the statement “SQtMaloCISamf^irffannapiraja illustrate the 
inconsistency between •’Kriya" and "Dravya h . Here too, there is the 
basis of "oleja". 
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In the verse 'fRanjayan Sfmvanamidam rdjttte\c., 124 inconsistency 
between one 'Guna' and another 'Guna' is illustrated. The statement 
• Sa raRtapi pandurajata' speoVso\ inconsistency between two Gunas. 

In the verse ‘yvaCatprataparudropi f^oRatiya nartlvaraft etc., 125 
inconsistency between ’Guna 1 and ‘Dravya 1 has been illustrated. 
'Jvafatprataparudropijawatr fat}' Involves this inconsistency. 

In the verse 'lA6fiatU(^atindro'yam rudro'pi caturananaft etc. 126 
there is inconsistency between one 'Dravya 1 and another. The 
statements '2(udropi caturananaft 'yisnurapi purusottamaft * 127 bring 
out this inconsistency. Finally, Vidyanatha observes that this figure is 
seen illustrated even without £lesa. To illustrate this, he mentions the 
verse 'Svabhava^i^ratva 1 and 'Tapinitva 1 . Thus the ten varieties of the 
figure have been illustrated. 

24. VI&SA : 

0 

The figure Vi^esa is of three types : 

i. The presence of an object without any substratum 

ii. appearance of a single object in different places, and 

iii. accomplishment of an impossible thing. 

In the verse given as an example for the variety of 'Adhararahita 
adheya', it is said that though the kings like Nala, Nahusa etc., are no 
more, still their fame continues to exists. 128 Here the kings Nala etc., 
are substrata and their fame is the thing that abides, i.e., Adheya. In 
the illustration "Pa^yanto bhayavihvalati " 129 etc., it is said that 
Prataparudra was seen by the enemy kings in different places at the 
same time on account of fear. In the illustration "Aparakarunanidheh 
etc ., 130 it is stated that an ordinary person on account of the. 
compassionate glance of Prataparudra becomes superior to all. This 
is something impossible. Thus these verses illustrate the second and 
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third types respectively. 

f 

25. ADHIKA : 

• When there is incompatibility between the substratum and the 
object that rests on it, or vice versa, the figure is Adhika. This is also 
of two types as Adikadheya and Adhikftdhdra. 

In the example given for Adhikadheya ,3 \ it is said that the 
universe which is the substratum is insufficient for the Adheya, that is the 
fame of Prataparudra. For the second type, the verse "Kvapi kvapi 
kalinga malava” etc., 132 is given as an illustration. Here the substratum 
is the very big army of Prataparudra. The armies of other kings which 
are Adheya is very small in comparison with the Adhara. 

26 & 27. VIBHAVANA & VI^ESOKTI : 

If an effect takes place even in the absence of a chief cause, the 
figure is Vibhavana. Though there is full equipment of causes, if the 
effect is not produced, the figure is Vifesokti. Vidyanatha illustrates 
both in a single verse which reads : 

"Trataparudrena parqjitdn&m 

pratyarthinam tnndftyagufityafdnam I 

*Ti imamsyaratrini srmudBftavanti 

it jamsigfias resvapinodSfuwan U ' 133 II 

In this verse, it is said that the chief cause of darkness is night and 
though the night is absent, still the effect darkness is mentioned. This 
is a case of the figure Vibhavan. Similarly, though the cause, i.e., day 
time is present, its effect light is said to be absent. Hence it makes a 
case for the figure Vi^espkti. Thus the two figures Vibhavana and 
Vi^esokti are illustrated in a single verse. One fails to find much 
difference in the definitions of Vibhavana among the ancient 



writers . 134 But there is a conceptual difference between Ruyyaka and 
Jagannatha in this regard. While Ruyyaka opines that the basis of the 
figure Vibhavana is Ati/ayokti , 135 Jagannatha denies this view saying 
that view saying that Ati^ayokti cannot always be found at the root .of 
the figure Vibhavana. 136 

28. AS AN G ATI : 

If the cause and its effects belong to different places) the figure is 
Asangati. In the illustrative verse \Bi bkrai^rvidfiurcm tfurznm' etc ., 137 
it is said that the heads of the tributory kings bowed down while 
Virarudra was bearing the load of the earth. Here, the cause, i.e., 
bearing the load is with Prataparudra, and the effect, bending the 
heads is with the tributory kings. Thus, the cause and effect belong to 
two different things. 

29 . VICITRA : 

The figure Vicitra occurs where an attempt is made to achieve an 
end which is unacceptable to the agent. In the illustrated verse 138 it 
is said that the kings are getting down their elephants in order to 
ascend them in the presence of Prataparudra. 

30. ANYONYA : 

Anyonya is the figure where out of two objects, each is treated as 
both the producer and the produced. In the illustrative verse it is said 
that the royal throne and Prataparudra who ascended itare decorated 
by each other. Rudrata is the first Alankarika to mention this figure. 
Vidyanatha's definition is no way different from that of Mammata . }3 ? 

31. VIS AM A: 

This figure is also based on Virodha. There are three types of 

Visama as follows : 

. 
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i. the occurance of an effect which stands opposite in nature to the 
cause, 

ii. if an undesirable effect ensues from a chosen cause and 

iii. asemblege of dissimilar objects. 

In the exam pie. given for the first type, 140 it is said that the fame 
which is as white as the moon by the sword which is black in colour. 
In the illustrative verse given for the second type , 141 it is said that the 
kings who assembled to defeat Prataparudra lose their ornaments 
along with their lives, having been seen by him. In the verse 

etc., 142 two dissimilar things, namely the 
nature of the great kings and their presence in.the forests are brought 
together. Hence, this is a case of the third variety of Vi§amalankara., 

32* SAMA : 

The figure Sama stands as an antithesis for the third variety of 
Visamalankara (Virupaghatana). The assemblage of things having 
same nature is the figure Sama. In the example 143 it is said that the 
erudition of all types and wealth are said to be present in Prataparudra. 
Hence this illustrates the figure Sama. 

This figure has not been mentioned by any Alankarika before 
Mammata. Both the definitions of Mammata and Vi^vanatha also 
have the same spirit with the difference in wording. 144 

33. TULYAYOGITA : 

Where the similarity is suggested on account of the mention of the 
common characteristic of things that are either purely contextual or 
purely non-contextual, the figure is Tulyayogita! In the. illustration 
^fuu^ZsariSdfiydsmi rudradzvc' 145 etc., the fame and the ladies of the 
enemy kings of Prataparudra are contextual. The common characteristic 

is to become pale or white. Hence, this illustrates the first variety of 

178 



TulyayogitcT 

To illustrate the second variety, the verse '9{urttitndra pannagadfiUa 
etc., 1-46 has been given. Here, the tortoise, serpent etc., are all non- 
contextual. The common characteristic is "getting weak". The 
similarity suggested here is not factual, but incidental. 

While Vidyanatha speaks of two varieties in Tulyayogita*basing 
on contextual and non-contextual, Kumarasvamin adds two more with 
a further division of Guna and Kriya. 147 

Though all the Alankarikas admit this figure, Dandin treats it as 
"Stutinindd", 148 while Udbhata, Ruyyaka and Vidyadhara contend 
that"Aupamya" is always implied in TulyayogitcT! Vi^variatha also fall 
in a line when he says ^RcutiiarmMfiisamBan^^ syatUuftT ‘Tufycyogita 
149 Bhi<5 maha's indispensable condition for the occurence of this figure 
is the similarity in action in two objects. 150 Mammata speaks of 
equalisation 151 where as authors like Jagannatha hold that the figure 
TulyayogitcT is a variety of Dipaka. 152 

34. DTPAKA : 

Where similarity is suggested on account of a single characteristic 
attributed to both contextual and noncontextual objects, the figure is 

Dipaka. This is of three types viz., Adidipaka, Madhyadipaka 
and Antadipaka, basing on the place where the word expressing the 
common characteristic has been employed. In the example given for 
the first type, 153 it is said that the Kali age is brought on account of 
Prafaparudra as the ages Krta, Treta and Dvapara by Nala, Rama, 
and Dharmaja respectively. Since the word expressing common 
characteristic is employed in the beginning, this verse illustrates the first 
variety of Dipaka. 

In the following verse 154 it is said that Prataparudra shines on 
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account of his fame as ocean by river Ganges etc. As the word 
expressing the common characteristic is in the middle, it is a case of 
Madhyadipaka. Similarly in the verse "Suralokam suranatho" etc . 155 
it is said that Prataparudra protects the human world as Indra etc v the 
region of heaven etc. Here the word expressing the common 
characteristic is employed in the end and as such it is an illustration for 
Antadipaka. 

The sharp contrast between the figures Dipaka and Tulyayogita 
as explained by Ruyyaka is that in TulyayogitcTall things should be 
either contextual or non-contextual where as in the figure Dipaka one 
or more contextual things and one or more non-contextual things may 
be connected with an attribute . 156 

Bhamaha, Dandin, Udbhata, Vamana and Rudrata speak three 
varieties of the figure Dipaka based on gender, action and quality (joti, 
KriycT and Guna). 

35. PRATIVASTUPAMA : 

Prativastupama is the figure where on account of employment of 
single characteristic in two different sentences similarity is suggested. 
This is of two kinds Sadharmya and Vaidharmya. In the example given 
for the Sadharmyamulaka prativastupama, 157 there is the suggestion 
that Prataparudra is capable of churning the army of the enemies as 
the mountain Mandara does the ocean. In the illustrative verse for 
"Vaidharmya mulakaprativastupama" 158 it is said that Prataparudra 
alone is capable of pleasing the people. There is no other person who 
is capable of pleasing the cakora birds barring the rhoon.. The 
similarity suggested here is that Prataparudra is capable of pleasing 
the people just as the moon is capable of doing the same in the case 
of cakora birds. 
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36. DRSTANTA : 

If the common characteristic is said in two sentences employing 
Bimbapratibimbabhava, the figure is Drstanta. This is also of two types 
as above. The first is illustrated in the verse: f 9^oitim6i£firatu6/iZ6^rudi 
iKatipaye'e tc., 159 where in the similarity between Prataparudra and 
mountain Meru has been suggested through Bimbapratibimbabhava. 
The second type is illustrated in the succeeding verse 'OQ a^atindra 
fJKrpddrsti’ e\c. f 160 where in, it is said that prosperity awakens simply 
by the side glances of Prataparudra. The lotuses sleep only when the 
sun does not rise. The similarity suggested here, is, that just as the 
lotuses blosom by rising of the Sun, so does prosperity rise on account 
of the side glances of Prataparudra. 

Udbhata is the first Ala’nkarika to define this figure. According to 
Vi/vantha, Drstanta is the reflective representation of a similar attribute. 161 

37 NIDAR£aNA : 

Nidar^ana is the figure where the phenomenon of 
Bimbapratibimbabhava is suggested on account of the inapplicability 
of a characteristic both to Upamana and Upameya. In the illustrative 
verse “IRiputimira mudasyan ratnasimfiasanastfudt etc. 162 it is said that 
Prataparudra bears the resplendence of the Sun which is not possible. 
Hence it is to be understood that he bears resplendence similar to that 
of the Sun. Hence, there is the suggestion of Bimbapratibimbabhava. 
In the verse * Virarudra narcndrasya yaso vaisadya sampadafi etc., 163 
it is said that the beauties of his fame are seen in the mirror of the milky 
ocean. This is not-possible as in the above case similarity is suggested 
providing scope for Bimbapratibimbabhava. Sometimes even for 
prohibition, Bimbapratibimbabhava is suggested as in the verse 
'l&teUndravi/att&nta' etc. 1 64 Hence it is suggested that prior to the 
release of the beauty of the lilies their feet are having it: 
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38* VYATIREKA : 


Vyatireka is the figure where the Sadharanya is Bhedapradhana. 
this is of two kinds basing on the superiority or the inferiority of the 
Upamana and the Upameya. In the illustrative verse 
*T>inalqflifomudm tta rTCgaft etc ., 165 it is said that PraflJparudra 
is superior to both the Sun and the Moon because he is capable of 
pleasing both Kuvalaya and Kamala. The words here carry 
paronomasia. Thus this is a case of Vyatireka supported by the figure 
Slesa. 

39. &.ESA : 

It is ^le^sa (paronomasia) where the similarity of sound exists either 
to the only contextuals or only noncontextuals or both. In the case of 
only contextuals and only non-contextuals both the noun and adjective 
become Paronomistic. But in Ubhaya^lesa adjectives only become 
Elista. In this third variety if both become Vistas; it would be a case 
of ^abda^aktimuladhvani. 

^lesa is of three types : 

i. Kevala prakrta ^lesa 

ii. Kevalaprakrta ^lesa and 

iii. Ubhaya^lesa. 

In this connection, Vidyanatha quotes Mammata to show that the 
third variety, where the Vi^esya part is paronomistic, is a case of 
^abda^aktimuladhvani . 166 


To illustrate the first variety Vidyanatha composes the verse 
!%cynafrpujavidfUm dfiattt etc., 167 Here, both i>iva and Vi§qu are 
contextual. The second variety finds illustration in the verse ! Sadrs aft 
%a^atiru£royam etc ,68 . Here the mountains ana the kings like 
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Hari^candra are both non-contextual. In the verse ijitaripuro 
murtau' etc. 169 One finds the third variety illustrated. Here, the king 
Prataparudra is contextual and lord £iva is non-contextual. 

40. PARI KARA : 

Parikara is the figure where the attributes are significant. The 
verse "Rajno yadavavamsaparthivamaneh" etc., 170 is the illustration. 
Here, the words 'Rajnbh 1 etc., are significant as they are used 
derogatively. 

41. AKSEPA: 

In order to suggest a particular idea if a statement made or to be 
made is apparently prohibited, the figure is Aksepa. This is of four 
types. In the case of a statement made, the prohibition of an object is 
optionally made. This is first variety. In the second when a statement 
has to be made it is prohibited. Here arise two varieties. 

i. after making a general statement, there is prohibition of a 
special case and 

ii. the part of a statement is made and the other part is prohibited. 

The verse "Narendra maule na vayam tava" etc ., 171 illustrates the 
first variety. Here the messagers 1 statement that they are not messengers 
involved prohibition. This prohibition is apparent and suggesttheidea 
that all the kings deserve to be protected as servants. To illustrate the 
second, the verse 'Vayamafarana ityesofeifi' etc ., 172 is given. Here too, 
the denial of the statement made is apparent and suggeststhe idea that 
they should be protected at all costs 0 f l^ynapayamaste fKfrncit' etc ., 173 
is the verse to illustrate the third variety. Here, a general statement is 
made and there is the apparent prohibition of a particular statement. 
The fourth variety is seen illustrated in the verse "Prataparudra 
svayamiddhateja" etc., 174 . Here a part of the statement desired to be 
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made is expressed and the other part is prohibited. This suggests that 
the enemy kings should not oppose the king Prataparudra. 

A different concept has been labelled by Alankarikas as the 
Aksepa. The concept is as follows : 

If the prohibition of what is desired is expressed, it becomes 
apparent. Similarly, the prescription of what is undesirable is also 
apparent. These two concepts come under the figure Aksepa. In the 
verse "Nathq. Prataparudrasya sevam tyajasi" etc ., 175 what is 
undesirable is prescribed. Hence, the prescription is apparent. 

42. VYAJASTUTI : 

Either rebuke through expressed praise or a prise through rebuke 
- these two are the varieties of Vyajastuti. This of two types : 

i. nindastuti and 

ii. stutininda. 

In the example given for the first type, 176 it is said "The blackness 
in the faces of enemies is still there, why to boast that the fame of 
Prataparudra has made oil things white?" In the succeeding verse 177 
the second type is illustrated. In illustrating the second type the verse 
seems to praise the enemies but it results in their rebuke. 

43. APRASTUTAPRA^AMSA : 

If a contextual thing is suggested through the expression of non- 
contextual, through the relationship of similarity etc., it is a case of 
Aprastutapraiamsa. There are three bases for this figure : 

i. Sarupya, 

ii. Sdmanyaviie^abhava and 
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iii. KSryakaragabHava. 

The first is illustrated in the verse 'JZfasu prafa-mitavasanodaye6fyaA w 
etc., 178 Here, the non-contextual description of the bee suggests the 
contextual idea related to Prataparudra. The second however, is 
illustrated in the verse "Ya/asvini padmabhavasya" etc. 179 Here, while 
Prataparudra was R> be described the creation of the creator in 
general is mentioned. The verse M Dra$tjurnaria api napa^yati" etc., 180 
also comes under the second type. Here the behaviour of young ladies 
is contextual, which is suggested through the description of a particular 
lady. In the verse, - Qadfui ivSmavS jatii' etc. 181 from the effect 
described, there is the suggestion of the cause. Jn the verse 
‘Pratap arudranrp aterdharitn fedpajcifcfiinafi' etc., 182 reverse is the 
case as there is the suggestion of the effect from the description of a' 
cause. 

44. PARYAYOKTI : 

IF the contextual cause is'suggested through the description of 
cpntextual effect, the figure is ParySyokti. In the illustrative verse 
"PratibhUpblasuddhantacfrrghika" 183 etc., it is said that the soldiers of 
Prataparudra are enjoying a bath in the wells of enemy kings. By this 
description, it is suggested that the enemies have fled away at the very 
sight of the army of the enemies, both the things are contextual. 

45 PRATTPA : 

The figure Pratipa occurs where the Upam^na is treated with 
derision. It also occurs where the Upamana is treated as the 
Upameya. The first variety is* illustrated in the verse '3&tau 
prataparudrasya znCasantyam digamBare' etc. 184 Here the censure of 
the moon results in the praise of the fame of Prata parudra. The second 
is illustrated in the verse- 'Xakattyafede fafemipatvrt$a etc. 185 Herethe 
mountain Sumeru is treated as Upameya and hence this too forms as 



an illustration for Pratipa. 

46. ANUMANA : 

This is a figure based on the science of Tarka. Where there is the 
narration of Sadhana and Sadhya the figure is Anumana. In the 
illustrative verse 'fftgjodKumafy strwttyatikaraBfuwo * etc., 186 the smoke 
of the form of dust and the sparks of fire are the Hetu. The fire of anger 
is inferred. 

47. KAVYALINGA : 

If the cause is expressed either in the sentence or a word, the 
figure is Kavyalinga. This is of two types : 

i. Vakyarthahetuka and 

ii. Padarthahetuka 

According to Ruyyaka the word Kavyalinga has nothing to do 
with the linga of Indian logic (Hetu). Therefore, in this there will not be 
any material such as Vyapti, Paksadharmafa etc., That is why it differs 
from Anumana. 

48. ARTHANTARANYASA : 

ArthantaranySsa is the figure where cause, effect the generi<^and 
the specific happen to support one another. In the verse ^Bhupah 
prataparudrasya nata Bdavata etc., 187 there is a case where the elect 
supports the cause. Here Kumarasvamin observes that though there 
is the contingency of Karyakaranabhava in both Arthantaranyasa and 
Kavyalinga, 'in Kavyalinga there is the anticipation of the cause to 
support the effect. In Arthantaranyasa, however, the cause mentioned 
is rather an indifferent one. Hence the difference between the two 
figures. 
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In the verse '*Udvcjita rudranarcfvarasyd etc., 180 a specific case 
has been supported by a generic one. Just the reverse takes place in 
the verse 'tDu$fopi mafiatam sahg7id6(uivaiytvd etc . 1 89 In the case 
where the cause defends the effect, Kavyalinga is the figure. Hence, 
there are only three varieties of Arthantaranyasa. 

This is one of the most famous figures. Beginning with Bhamoha 
all most all the Alankarikas have defined this figure. Bhamaha 
achieves precision in saying that it is the utterance of a meaning 
different from the context. 190 According to Dan^jin, Arthantaranyasa 
occurs in the case of the description of a particular thing, for which 
different meaning may be attributed. Such an attribution may be 
universal or special. 191 

The scope of the figure Arthantaranyasa is different from that of 
Df$tanta where a general statement is supported by a general one and 
a particular by a particular one. This can neither be included in 
AprastutaprafomsaT, for, the general and particular propositions are 
expressly mentioned in ArtKSntaranytfsa while in Aprastutaprafamsa, 
the general is expressly mentioned and the general or the particular 
are to be implied. Mammata speaks of four varieties of this figure. 
Vi&anatha offers a more elaborate definition following Ruyyaka . 192 

49* YATH AS AN KH YA : 

The figure Yathasahkhya is based on VSJkyanyaya. The definition 
given by Vidyanatha is as follows : 

When certain things are spoken of in a particular order and if the 
same order is followed, when their predicates follow the same order 
the figure is Yathasankhya. In the illustration 
"Q dmBfuryamminnatyamanargaCatvam ' etc ., 193 the figure is seen 

illustrated. 
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50. ARTHAPATTI : 


The mention of a particular thing if invariable supposes another 
which is unexpressed the figure is Arthapatti. In the verse 
\ Samantadkidvdaifi etc., 194 the figure is seen illustrated. Kumarasvamin 
in this context speaks of , Dan^ap^^pik5nyaya , meaning that when the 
Dan<ja or the stick itself is consumed special mention is not required 
that the sweet meat is also consumed. 

51. PARISANKHYA : 


When a particular thing has relationship with many things at a 
time and if its relationship is restricted to a particular case the figure is 
'Parisankhya*. 

This is of two types viz., Pra/napurviko and Apra^hapUr/ika. 
Again it has two more types Arthvarjanitya and ^abdavarjaniya. Thus 
Parisankhya has four varieties in total. 

Of the examples given for this figure, in the first illustration 195 it is 
said that though Prataparudra and mountain Meru are the factors that 
embellish the world, the mountain Meru has been avoided of being the 
embellishing factor which results in saying that Prataparudra is the only 
one who can embellish the world. So this is a case of ^abdavarjaniya 
Pra^napurvika Parisankhya. 

In this second one, the moon light has been implicitly denied as 
the silk canopy of the world and the fame of Prataparudra is spoken 
as such. Similarly the elephants of the cardinal points are not accepted 
asthe happy abode of the earth. The arms of Prataparudra are spoken 
as such. Hence the second variety of the figure. 

In the cose of 'Apra/napurvika ^abdavarjanlya', the tessation-of. 
the materialistic pleasures are expressed and for the last variety the 
question is not indicated and the idea to be conveyed is expressed. ■ 
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Ruyyaka in his Alankara Sarvasva speaks that when this 
Parisankhya is said with Sli§tppada, it will be all the more beautiful . 196 
So Vidyanatha also follows him and illustrates it in the verse 'HQwnim 
i Updranartfvan 'etc. 

52. UTTARA : 

If a question is assumed by the answer or the questions and the 
answers in plenty are mentioned the figure is Uttara. It is of two types: 
i. Where the question is imaginable by the way in which the answer 
is stated; 

ii. Where the series of questions and answers are given. 

In the illustration of the first type 197 it is stated "Don’t you know that 
as soon as Prataparudra is coronated to the throne Dharma has been 
established". The probable questions posed may be imagined as "Is 
there the proper rule in the kingdom of Prataparudra"? and "Are 
BrShmins safe in his rule?" In the second variety as series of questions 
and answers are arranged. 

53. VIKALPA : 

When there are two statement of equal strength option results and 
this is the figure Vikalpa. In the illustrative verse 198 it is said that the 
tributary kings who have tasted the valour of king Prataparudra are 
saying to their collegues either to bend either their bows or heads. 
Bending the bow is to show their self respect. Bowing the head is to 
signify their obedience. Both the acts cannot take place at a time. So 
the choice has been left for them between these two acts and as such 
this is a case of Vikalpa. 

54. SAMUCCAYA : 

The simultaneity or qualities and actions is the figure Samuccaya. 
In order to illustrate the simultaneity of qualities Vidyanatha presents 
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the verse fralfyarudranrpatau' , 99 etc. Here the qualities Prasannatva 
and Kalusatva are simultaneously presented. 

In the verse 'tfrtfgau, imam. fA&nemfra' etc., there is simultaneity of 
actions. The verse ^Irailofya itratftamana^rd' etc ., 200 simultaneity of 
action is presented in a single substratum i.e., the women of the enemy 
kings. Similarly the verse "Deve Kokativirarudranrpatau" 201 etc., 
presents a case where there is simultaneity of qualities in a single 
substratum. 

b. DVITIYA SAMUCCAYA : 

In the figure Dvititya Samuccaya there is assemblage of many 
causes that are engaged in the accomplishment of a particular action. 
In the verse “Sufifiram yafal} sauryamaftacca 202 etc., the cguses fame 
etc ., 199 go to establish the unique greatness of the king Prataparudra. 
Hence the figure. 

55. SAMADHI : 

When a particular cause is about to achieve a particular effect, 
if another helps incidentally the figure is Samadhi. In the illustration 
'fR&nangant rudranartndrarota etc., 203 the fall of grass in the mouths 
of enemy kings has helped the production of the effect namely 
cessation of anger. 

56. BHAVIKA : 

Bhavika is the figure where the description of a wonderful 
situation presents the things belonging to past and future are made to 
appear as belonging to the present. A question has been raised by 
KumSrasv^min as to how the things of past and future can be shown 
at belonging to the present. The answer here is that it is a matter of 
contemplation which is capable of bringing about the things of past 
and future within the realm of sense perception. This is something like 


190 



a traveller on accpunt of his intense contemplation visualises his 
beloved in tangible form. 

Bhavika is neither SvabHSTvokti as the figure Svabbavokti involves 
descriptions without any omission or commission. In the figure the - 
description of Atyadbhuta is present. So Bhavika and Svabhavokti 
have different scopes. 

This is nor the figure Rasavat, because in Rasavat there is the 
brooding over the equipment Vi bhava etc. As there is no Adhyavasana, 
this cannot by utpreksa, nor this is Bhrantimat because contemplation 
is not the same as delusion. 

57. PRATYAnTkA : 

Pratyanika is the figure where somebody related to the opponent 
is insulted as the opponent himself could not be revenged powerful as 
he is. In the illustration "KSkatiyapatisaurya" etc., the Badaba fire 
being incapable of meeting the valour of Prataparudra inflicts pain on 
the ocean that holds similarity to the valour of Prataparudra. 

58. VYAGHATA : 

Vyaghata is the figure where a particular thing acomplished with 
a particular agent is undone by another agent with the same instrument. 
Though Rudrata is the first Alahkarika to define this figure, 204 one can 
see a more scientific treatment of the definition at the hands of 
Mammata. 205 

In this illustration "Kakatiyabhijnatoyam nabhijata" 206 etc., it is 
said that Prataparudra subdued the very enemy kings with his hands 
who were born from the hands of Brahman. 

59. PARYAYA : 

If a single object happens to reside in many substrata one after 
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another, the figure designated as the first type of paryaya. The second, 
however, occurs where many things happen to reside in the same 
substratum. In the illustration '(Damftfayam. 9&fumaf^UrBfiagavato ' 
etc . 207 the same earth is said to reside first on the tooth of the premeaval 
pig, next on the host of the hoods of Adisesa, and finally in Kaliyuga, 
it rests on the arm of Prafaparudra. 

In the illustration "Yesam mukhe nijavadhusavidhe" etc. 208 ., in the 
substratum, i.e., the mouth of the enemy kings, two things are said to 
reside one after another. First, words suggestive of valour and then, 
words suggestive of dejection and misery. 

60* SUKSMA : 

♦ 

Suk^ma is the figure where an idea othersise undiscernable is 
disclosed. In the illustration "Gurujanasavidhe vadhudr^tva" etc., 209 
it is said that a lady while staying in the presence of elders sees the 
messenger sent by the king. To convey her intention she besmears her 
body with musk. 

61. UDATTA: 

The description of the things in abundance is the figure Udatta. In 
the illustration etc ., 210 it is said that the 

scholars residing in the capital of Prataparudra were living in golden 
houses and were witnessing their children playing with young elephants. 

Ruyyaka opines that the descrition of great personalities also 
comes under this type . 211 Thus Udatta becomes two-fold according to 
him. Here Kumarasvamin quotes^nandavardhana and tells that this 
second variety of Udatta is not acceptable to Vidyanatha. 2,2 

62. PARIVRTTI : 

The. figure Pariyftti as explained by Vidyanatha is of three types. 
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i. Samaparivftti 

ii. Nyunaparivrtti and 

iii. Adhikapariv/tti. 

The first occurs where a thing is bartered for another of equal 
value. The second occurs where an object of less value is bartered for 
a thing which is of higher value. The third occurs where an object of 
high value is bartered for an object of low value. 

The verse 'Stidfwrasamucovaco' etc. 213 illustrates the first variety. 
Here, the words of poets and the elephants are of equal value. In the 
second illustration "Upayanam gajasvadi" etc ., 214 the presents offered 
by the tributory kings are of less value than the pleasing sight of 
Prataparudra. The verse "(Prataparudrena rant, jitafy' e tc . 215 illustrates 
the third variety. Here, the ornaments offered by the ladies of the 
enemy-kings are of high value when com pared with the bark ornaments 
received by them. 

63. KARANAMALA : 

# 

If the things that are formally described happen to be the effects of the 
things that come latter, the figure is Karanamala. The illustration is "Vidyaya 
vinayo tkar^o” etc . 216 Here, Vidya or the instruction is the cause for humility. 
Humility is again the cause for the acquisition of good qualities. The 
qualities again are the cause for the love of the people. 

64. EKAVAtl : 

Ekcivalfi$ the figure where the thing formerly said i$ qualified by 
a thing latter mentioned. The illustration 1 (Prataparudranoffari'etc ., 217 
illustrates the figure. 
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65. MALADIPAKA : 

When the things that are mentioned first happen to be superior to 
the things mentioned latter, the / figure is Maladipaka. In the verse 
yBft^^a6fuima ma/um pr5ptafr“ etc., 218 the same is illustrated. 

66. SARA : 

The anti-thesis of M&ladipaka, i.e., if the thing described latter is 
greater than the former one, the figure is Sara. In the illustration 
"Jagatsu vasudha bhati" 219 etc., the things that are mentioned latter 
happen to be superior to those mentioned earlier. 
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CHAPTER - IX 

MI^RALANKARAPRAKARAtyA 

SAMSR5TI AND SANKARA : 

The figures get mixed up basing on two relations i.e., Samyoga 
and Samavaya. Thus Milralahkcsras are generally two types. The 
mingling of such figures like that of Sesamum and rice'(Tilatan^ula ) 
is one, and that milk and water (Ksiranira) is the second. The figure 
that occurs by the relationship of Samyoga is Sam$j£tj while the second 
is called Sankara. 

Sarhsrsti is of three types : 

1 . Where the figures based on sound are involved 

2. Where the figures based on sense are involved and 

3. Where the figures based on sound and sense are involved. 

The verse ‘Sum6ftatsam6firama gandha sindfiurd etc., 1 which 
illustrates the case where Chekanuprasa and Vrttyanuprasa-both 
^abdalart-karas are involved, stands as an example for the first type 
of Sams(sti. For the second type of Samsr§ti '3(a£gtindra camurdfuitte' 
etc., 2 istne illustration. "Prataparudra dordando mandalagrena" etc. 3 
the figures Vrtlyanuprdsa and Upma based on sound and sense are 
involved. 

Sankara is also of three types as follows : 

1 . Angangibhava sankara, 

2. Sandeha sankara and 

3. Ekavacakdnu-prave^a sankara. 

hi the verse 'VLdyadBrmfiita garjitaih' etc., 4 the first variety of 
Sankara is illustrated. Here, the figure Upama (pravrdvihara iva) is 
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prominent. The second Upama (dvipaghate KadambinT) is ancillary. 
Hence there is Angaftgibhava for two figures of Upama. 

In the verse 'ttataparudrasya /(jpahadJira etc.-, 5 two different 
figures Utpreksa and Rupaka are involved. To illustrate 
Ekavacakanuprave^a sahkara, Vidyanatha composes the verse 
"Vijitaripuro murtau" etc., 6 here, two figures Upama and £lesa happen 
to get construed with the single term 'iva 1 . 

To illustrate Sandeha sahkara, VidyHnatha mentions the verse 
“Jatafi pratT^arudttndufi* etc. Here there is doubt whether the figure 
here employed is Rupaka or Upama. Grammar allows both the cases 
to be present. Hence doubt. If there is a badhakaprakaraga, there 
arises no doubt. For instance, in the verse rataparudranjpatcji 
paryatat' etc./ there is clear indication for Rupaka. When there is 
Badhakapramana, there too, cannot be any doubt. In the verse, 
“9Qifatindrasya nili sanadhvanati' 8 etc., there cannot be Upama since 
according to the aphorism "Upamitam Vyaghraidibhih" etc., there is 
samanyaprayoga. Where there is samanyaprayoga there one cannot 
speak of Upama. Hence, Rupaka is only to be accepted. 

While concluding, Vidyanatha shows different designs of poetry 
like Padma bandha and Cakrabandha. 
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VIDYANATHA AS A POET 

In this chapter, some selective verses of Vidyanatha, carrying 
literary excellence have been studied and their beauties are presented. 
Vidyanatha is a poet of no mean order and whatever idea he presents, 
he presents it in such a lucid and pleasing manner that the readers 
attention is atonce glued to it. To begin with, Vidyanatha eulogises 
Sarasvati, the goddess of learning. The verse runs as follows : 

'HAdyafaravafyumudim s^id/ira/jsummta mukt&nanim 

daran padmaSfmvasiTi/b^anar^ vande yriram devatam I 

yatpad&Bjanamasfeiyafi sufctiriam sdrasvatapra^riya^ 

(fyanydsaBfmvo Bfiavanti II 1 

M l salute the consort of the lotus-born, the mother of the three 
worlds, who is the moon-light for the lilies of learning. She is the pearl 
of the heads of the Yedas, i.e., the Upanisads. The salutations made 
to her by the learned scholars are the fields for sowing the seed of the 
literary activity. Again, they are the life-tonics for the art of Poetry". 

From this benedictory verse, it is known that out of the three 
factors, Pratibha, Vyutpatti and Kavyakaranabhyasa, the first occupies 
the most important place, without which Poetry cannot be composed 
and though composed, becomes an object of ridicule. The word 'EKja' 
here, stands for the Pratibha or talent of the poet. 

While speaking about the resplendence (Tejasvita), one of the 
qualities of the Nayaka, Vidyanatha gives the following verse as an 
illustration : 


'Soda ttjoBfmhau spfuirati jayinafr !J(d^ativi£fio - 
pratf^azn/utpattirSfuivati jaraduddamatamasa - 
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m asuryampasyanamavadfuyirip^cdtyadrsadam 9 II 2 

"When the Sun-like valour of Prataparudra is shining, there is light 
extended even to the eastern slopes of the extreme mountains which 
are steeped in darkness. The very same Sun steals away the pride of 
♦he darkness of the locks of hair of the ladies of the enemy-kings." 

„ Here, the idea that the valour of Prataparudra has extended itself 
to the western parts of the extreme mountains is beautifully suggested. 

triSfmvanasyai atapatra/riyam 

tChatU ^a^ati'inranulranrpa tcfx sphSram yasomandaCam I 

Cfuiycvasya na6fiafctfiaCiI&va£ayasyamcyama[o£yatt 

tan manyc niyatam pratapatapanastasyopari dyotatc ' II 3 

is the verse given as an illustration for yasahpratapasubhagatva 
which would mean - 

"The domain of the fame of Prataparudra holds the charm of the 
unbrella of the three worlds. It is extended taking the support of 
Dharma. The blue sky is its shade. Therefore, I presume that the Sun 
of his valour, indeed, must be shining above". 

Here, the imagery of the poet has almost touched the fringes of 
extremities. He has given fullest scope for both valour and fame of 
Prataparudra. 

In Kavyaprakarana, while illustrating the Arabhatfvjjti, Vidyanatha 
composes the following verse which depicts the sentiment Blbhatsa : 

y&afyagfuita ni^pttasatravasiro nis&fiyuta rat^accfiapa 

jvSIairudbfiata (astrayfaftana 6fiavatspftara spfuiGnyot&rai/i / 

styanasr^pisitSstfUffiarufa vi£ata stti^vaCanyaraf&i- 

ruccanda/udamartiganda nrpattfi frodfiSffnirayodfianc‘ * // 
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"On account of streams of blood oozing out from the heads of the 
enemy-kings, sparks of fire generated due to the clash of weapons and 
the burning coal in the form of flesh and clotted blood, the fire of anger 
of Prataparudra is very furious”. 

Here, the employment of hard sounds is very conducive for the 
Arabhativrtti, the poet has chosen to illustrate. Added to this, there is 
ample suggestion of the two sentiments Raudra and Bibhatsa. They 
are subservient to the reverential feelings the poet has for his patron. 

The illustration of Sattvativrtti is again beautiful when he says - 

‘T^radafarnya xH/vaprasrntara mafioso virarudrasya jaitra - 

prastfwnaramBfa B/urininada marinrpafi puhuifarn^vardrtdB I 

S\rufyadrin xriJanto yafanamatimafiat/^tafafrsta fe/a 

strdyadfivam muncattU pratinrpatidfiya padapanprdrtfayan t?II 

Here, the panic-stricken enemy kings of Prataparudra having 
heard the war-drums flee into the forests with ears full of fear. Whle 
hurriedly passing through the forest, their hair was caught by the thorny 
bushes and mistaking the bushes for the soldiers of Prataparudra, they 
pray for release and protection. 

Here, the fear of the enemy-kings has been well described. The 
saying - 

\Bfitosya nunam Bfiayafari sarvattt has been well illustrated in 
this verse. 

The illustrative verse for the Gaudiriti can be reckoned as .an 
illustrious one : 

t{ UdyaddofstamBfa ffadga tmpdarimafutatppa samjdtardfu 
Sfranti Bfirasyatpatanga B fay afar ana carp spfdranasira rtnukJ 
dndfraJ&nhBfartti r&idadfil&ajuidfura Bfiima matuBfiafumBfa 
prodyanmuftaugfa tard prafaraparivfta ssvarvadkuvaftra canUra' 
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Here, the war-field of Prataparudra has been well described. The 
dust that has arisen has covered the disc of the Sun as it were to protect 
it from Rahu, of the form of heads that are chopped off by the sword 
of Prataparudra. Again the pearls that sprung from the broken heads 
of the elephants were like so many stars. The faces of the divine 
nymphs were like moons. 

This verse illustrating the Riti, Gaudiya, has both the characteristics 
of Ojas and Kanti. The imagery is simply superb as it presents the war- 
field as night beautified by moon and stars. 

The very next verse also stands as an example for the heights of 
Vidyanatha's imagery which runs as follows : 

'Jttuh H&fati xdr arudran^atcijaitraprayaiwt/liU 

^otjirtmdfuiTtmdfuisyati BfirJam BfmviBfvrantam BiSfirati I 

ja&martyancuU vi&mkata tatidirgfia xriyaddirgfulia 

gadfutm g&dfiatama ca g autarrumadt pataCagangayate ' II 7 

It is an acknowledged poetic fancy that the river Ganges resides 
in three worlds i.e., the heaven, the earth and the nether regions 
(Patala). It has three names basing upon its residence as Mandakini, 
Bhagirathi and Bhogavatl respectively. In this verse, Vidyanatha 
presents a fine imagery that the Mandakini i.e., the Ganges residing 
in the heaven has become Bhagirathi. This is on account of the sky 
becoming the earth as the dust on the earth has risen, due to the 
marching of the soldiers of Prataparudra who have started for an 
invasion, and pervaded the whole sky. So the sky looks like earth and 
the Mandakini which resides there becomes Bhagirathi. Hence, 
Bhagirathi in its turn look like Patalaganga (Bhogavatl]. 

The verse that depicts Nafikelapaka is also one of the finest 
pieces of Vidyanatha that pleases the minds of the aesthetes. 

'IMS xnBRramapuruarafigamudiUtm tarunyamctya trapa 
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nepatfiyantara BimBita smarafgUa tasyaprapcmcafrlyak I 

sa^fiyaJt pasyata £2 ^ attyanrpatau Btiavanu BandBojjvaCaB 

'pyasyas taraCaBfmivo vijayatc srngara natyafcamah II 

The description of a heroine who can be designated as Madhyff 
is made in this verse. The feelings of the erotics of the heroine 
regarding Prataparudra have been well described here. Her youth is 
the preparatory ground for her charming gestures. The beauties of her 
charm are partly seen through the veil of bashfulness. The metaphor 
employed here, is highly conducive to the present sentiment jfjngara. 

Speaking of the different K5vya varieties, Vidyanatha composes 
a Pr3k[t verse "Khagge jujjha vijumbhi" etc^ in order to illustrate 
Arthqdtra. The Sanskrit shade of this verse is as follows : 

'Xfiadyt ytuhCfiavijnhBBite ripumafiinatfmjyaUm BimBitam 

prtfganto jayalaJ^smivasa f^amnCam manyanic vipuminah I 

ntanyc TriraprataparudraznBfvrjanyesu yrakitum punaft 

srsUfoi ripujivitani vidBcryatasya pitamBujam II 9 

The scholars having seen the reflection of the palms of the enemy- 
kings in the sword of Prataparudra take it as the lotus seat of the 
gooddess of victory. The poet, however, opines that it is the lotus seat 
of the creator who came to collect the lives of the enemy-kings in order 
to create them again. 

This verse has been given as an illustration for ’Arthacitra' as has 
been already mentioned. The figure here is Apahnuti according to the 
definition - 

'9\Qsiddfiya visayam sSnyadanyaropeByapaBnutiB ' 

The idea conceived by the poet in 'this verse is full of poetic 
imagery. 
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In the Natakaprakarana, the drama which has been given as an 
illustration of the theory part contains the verse - 

'Lo%ffifcagmndra(<gndara darpapaftam 

tvattejah patatam foyanti Bfiuvanattya&fonya samfcufaU I 

ityTtfbfcmafcau tufeva sitftifa stnyadfti^ara^ramo 

Bfuiszfantsa samayra diptiradfmna vycmujyramamftatF II 10 

Here, the Sun has been fancied as an observer who wishes to 
visualise the spread of the valour of PratcTparudra in different regions. 
Apart from the charm of the figure Utprek^a, the composition of the 
words is so friendly that it provides a beautiful illustration for ifayya 
which Vidyanatha defines as - 

^yaTpadanam para anyonya maitri Jayyeti f&tfiyate* 

Here and there, the charm of Vrttyanuprasa also enhances the 
beauty of the verse. 

Coming to Rasaprakarana, one finds the following verse which 
has been given as an illustration for one of the transient moods 'Janata* 

'Samaydtc riatftc pramaftasi yrfidn rudranrpatau 

vaptissaundaryaJri xrijita madanodSra ya/asi I 

vadfuJranUistosa vyatU&ra vaJannopa caritum 

purastadaTinam. na caCati tatfia no viramati' II 11 

The statement ^PurasiadaCtndm na caCati tatftd no triramattSrings 
out clearly the very nature of Jadata. Similar is the description in tf»e 
Kumarasambhava where .Kalidasa describes the same mood in the 
case of Parvati. He observes : 

'tKCaryacaCavyati^ard (QiUteva sindfwfi 

saiCSdfUrdjatanayd na yayau na tasthau 12 
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"Rahah pratyasanne hrdayadayite rudran/patau 

nivrtta mdndfrKTviraldmpi lajjivilasitam 

kimanyatte gopyam bahirabahiranandarnasrnph 

smarave^ah kopj priyasakhi nrpenaikayati mam" II 13 

In this verse the behaviour of a heroine with the hero has been 
well described. The intensity of their love is well brought out in the 
statement - 

'Bahirakakirdhandamasranak smaravefah 9Q?pi priyasa^fu 
nrpenaikayati mam'. 

This reminds us of the verse composed by Bhartrhari in his 
£mgaraiataka - 

'Adar/ant dar/anamatraJ^ama dr sty a parisyanga rasaikfdoCa I 
Alingitayam punarayatdksyama/dsmafu vigraKayoraBfedam II 14 
'Tasyantyatmaja dar/amindu mamafa /rotas vinim satsak/yi - 
darsam ksirapayonidkim priyasukrddarsam girim rajatam I 

m 

Ci£adarpanada rsa manyadamalam tdrddi haravali 

darsam kfiefati virarudranrpatek kirtirjagadvy&pini IT 15 

In the above verse, the activity of the fame of Prataparudra has 
been well presented and it involves the technicalities of grammar. 
Most of the earlier writers have avoided treating Luptopamas based 
on grammatical peculiarities. Though Vidyanatha illustrates all the 
nineteen varieties of luptopama with the technicalities of grammar, the 
verses are charming because of their being very lucid. The above 
illustration is a typical instance. 

'Brahman] mtrugirau fctepi kjmidam naivam tndkasU mudak 

svaminsatyamadhikriyadya phaCitd yadvirarudrak krtak I 
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mitdtja dim nu zndatdast try ayatastrariaya matprartditad 

samBdud dstnd mavatirna vaniti datdd jata daridradmanod' It 6 

This verse has been given to illustrate one of the varieties of 
Ati&yokti, namely 'Asambandhesambandha'. Here, the conversation 
as presented between Vijnu and Brahman is quite interesting and 
brings out how a poetic genius can make even an insipid idea very 
interesting. 

In the verse - 

“9Qonim BiBdratu BdtlSdrtad datipayc dapi pratisjdapu nad 

svar^fadrcrdiyaddisa vasa napari saruCdigdda famja £riyad I 

rajdhcm janaranjanam vidaddaiam frizrirarudrapraBdod 

'pyanyo mudimd jagattrayadduraddaiiTtya dosdbtinafjf II 17 

BimbapratibimbabhSva is presented. This is a phenomenon 
where two objects lacking similarity between themselves are compared 
basing the simlarity of objects related to them. 

'*l/astutad Bdinnayorapi upatnSnopamtyaddarmayod 

parasparasadrsyat aBdinnataya addyavasitayod 

dvirupaddnam BimBapratiBimBaBftdrfad * 18 

On account of this phenomenon, the similarity between 
Prataparudra and mountain Meru is well brought out. 
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CONCLUSION 


The Prataparudriyo as has, already been mentioned is a Prafcarana 
text dealing with all the topics in Alankara^astra in a lucid way. It is 
exclusively meant for a beginner and presents all the ideas in a clear 
way. The commentary of Kum5rasvami$ornapithin here and there 
enters into deeper discussions throwing further light on the subject. In 
this thesis, an attempt has been made to focus the different aspects of 
the subject, bringing to light the issues where Vidyanatha differs from 
his predecessors. One important asset for the work is that it has very 
beatufiful illustrative verses, bringing out clearly the concept of the 
technicalities of the science. The differences he indulged in have been 
logically explained and a way out has been suggested. As far as 
possible the views of earlier writers also have studied while explaining 
the stand of Vidyanatha. No point occuring in the text has been 
avoided. Thus this thesis projects the talents of Vidyanatha as a poet 
and a critic. 
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